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ABSTRACT 
The purpose of this study is to describe how an editor of choral editions, Maynard 
Klein (1910–1990), influenced the formation of the educational choral canon and 
educators’ practices.  A secondary purpose is to investigate the choral literature selection 
practices of educators from 1950–1975.   
The questions that were used to guide the study were: 
1. How did the editions of Maynard Klein influence choral directors at the time? 
2. How do choral directors who were active during 1950–1975 describe how 
they selected choral literature?  What were the influences on their selection? 
To answer these questions, three choral directors who were active during 1950–
1975 were interviewed about their selection processes for their materials.  The interviews 
were analyzed using two theoretical concepts of Pierre Bourdieu, habitus and field.  The 
present study used the editions of Maynard Klein to determine whether an editor 
impacted the habitus of choral directors active prior to 1975 and the field of educational 
choral literature. 
An analysis of Klein’s editorial work and the interview transcripts showed that as 
an editor, Klein impacted directors as well as the educational choral canon by making his 
  vii 
editions accessible in several ways.  Klein provided tools such as a piano reduction and 
English translation that made their classroom work easier.  These tools influenced the 
repertoire decisions of teachers and impacted the canon of educational choral music at an 
important time in its formation. 
 
  
  viii 
Table of Contents 
CHAPTER 1 ...................................................................................................................... 1 
Introduction ................................................................................................................... 1 
Research Problem ......................................................................................................... 2 
Repertoire and Curriculum ......................................................................................... 2 
Research in the history of choral music education ..................................................... 4 
Editors and Editions ..................................................................................................... 4 
Types of editors ........................................................................................................... 5 
Summary ..................................................................................................................... 6 
The Case: Maynard Klein’s Editions .......................................................................... 6 
Theoretical Framework ................................................................................................ 9 
The Theories of Pierre Bourdieu ............................................................................... 10 
Habitus .......................................................................................................................11 
Field .......................................................................................................................... 14 
Research Design .......................................................................................................... 16 
Purpose......................................................................................................................... 18 
Significance of Study................................................................................................... 19 
Summary .......................................................................................................................... 20 
CHAPTER 2 .................................................................................................................... 21 
Review of Literature ................................................................................................... 21 
Habitus and Education .............................................................................................. 21 
Habitus and Music Education ................................................................................... 22 
  ix 
Field, Education, and Music Education .................................................................... 25 
Field and Canon ........................................................................................................ 27 
Applications for Current Study ................................................................................. 27 
Writing on Maynard Klein’s Work ........................................................................... 29 
Curricular Trends ....................................................................................................... 31 
Canons .......................................................................................................................... 34 
Canon and habitus..................................................................................................... 36 
Choral Literature Selection ....................................................................................... 37 
CHAPTER 3 .................................................................................................................... 42 
Methods and Procedures ............................................................................................ 42 
Introduction ............................................................................................................... 42 
Study Design ................................................................................................................ 42 
Case study ................................................................................................................. 43 
Case Selection .............................................................................................................. 45 
Data Collection Procedures ........................................................................................ 47 
Interviews .................................................................................................................. 47 
Archival Evidence ..................................................................................................... 49 
Data Analysis Procedures ........................................................................................... 50 
Validity, Reliability and Generalizability.................................................................. 53 
Case Study ................................................................................................................ 53 
Interviews .................................................................................................................. 54 
Researcher Bias ......................................................................................................... 55 
  x 
Limitations ................................................................................................................ 56 
CHAPTER 4 .................................................................................................................... 58 
Findings:  Edition Analysis ........................................................................................ 58 
Additions to the musical text .................................................................................... 58 
Composer Biographies .............................................................................................. 63 
Piano Reduction ........................................................................................................ 63 
Translation ................................................................................................................ 64 
Layout ....................................................................................................................... 65 
Comparison of Au Joly Jeu editions with Heilig editions ......................................... 68 
CHAPTER 5 .................................................................................................................... 70 
Findings: Interviews ................................................................................................... 70 
Participant background and education .................................................................... 70 
Margaret .................................................................................................................... 71 
Donald ....................................................................................................................... 72 
John ........................................................................................................................... 73 
Summary of Participants’ Education......................................................................... 74 
Summary of Participants’ Early Careers ................................................................... 76 
Rationales for choosing literature ............................................................................. 77 
Piano usage ............................................................................................................... 80 
Purchase process ....................................................................................................... 82 
Participant perceptions of editorial tools .................................................................. 83 
English translation .................................................................................................... 85 
  xi 
Choice of edition ....................................................................................................... 86 
Access and Canon ....................................................................................................... 88 
Access ....................................................................................................................... 88 
Canon ........................................................................................................................ 89 
CHAPTER 6 .................................................................................................................... 92 
Discussion..................................................................................................................... 92 
The Field and Choral Repertoire .............................................................................. 93 
Habitus ......................................................................................................................... 96 
Habitus and the Participants...................................................................................... 96 
Klein’s habitus and field ......................................................................................... 101 
Klein and the Educational Choral Canon................................................................ 106 
Implications for Music Education ........................................................................... 108 
Directions for Future Research ................................................................................. 110 
Summary ..................................................................................................................... 111 
APPENDIX A ................................................................................................................. 113 
APPENDIX B ................................................................................................................. 117 
References ...................................................................................................................... 121 
Curriculum Vitae……………………………………………………………………... 134 
 
  
  xii 




1 Comparison of editions of Au Joly Jeu 62 
2  Comparison of editions of Heilig 68 
  
  xiii 




1 Salabert edition of Jannequin’s Au Joly Jeu 59 
2   Klein edition of Jannequin’s Au Joly Jeu 60 
3 O bella fusa translation comparison 64 
4   Klein edition of Mendelssohn’s Heilig 66 
















CHAPTER 1  
 
Introduction 
 The materials that are used in any classroom—whether they be textbooks, method 
books, or musical scores—are produced by actual people with specific points of view.  
This is true today as it was 40 years ago.  What this study endeavors to do for today’s 
music educators is help the profession better understand the people behind the production 
of classroom materials.  The profession can then begin to ask important questions about 
why some music is available for them to purchase and use in the classroom and why 
other music is not.   
The process that teachers used to select repertoire between 1950 and 1975 helped 
to form the choral canon, which still has an influence on repertoire today.  As a prolific 
editor of choral music, Maynard Klein (1910–1990) had a profound impact on teachers 
active during that time. Because Klein was active prior to 1975, a study of his work can 
reveal the selection processes before teachers could rely on the Internet and the 
proliferation of recordings to help in their decisions.  The educational choral canon was 
impacted by decisions that were made by numerous people in the line from composer to 
teacher.  This includes the publisher, retailer, and editor. This study will endeavor to 
explore one of the people who played a part in this canonical development.  
 While this study examines an editor from the past, current music educators can 
learn several things about their repertoire selection processes.  Teacher repertoire choice 
is not only about selecting quality repertoire with pedagogical merit.  It is also about 
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preferences that are formed early in their careers.  Music educators need to better 
understand these forces that are behind the formation of their own repertoire selection so 
that they can be clearer about their own preference for some literature over others.  This 
understanding can lead to more transparency with their students and allow for more 
dialogue about why some music is performed and some is not. 
Research Problem 
 How do choral directors choose one piece for their choirs to sing over another and 
can an editor influence these decisions?  How do teachers decide, for example, that one 
Palestrina motet is more suitable than another?  Teachers often respond that they rely on 
some notion of “quality” (Forbes, 2001). This quality may include the use of 
distinguished texts, idiomatic writing for the voice (e.g., voice-leading, appropriate 
ranges and setting of text), and craftsmanship (Mayhall, 1994).   But, how are these 
decisions about quality made? Can an editor change the way teachers think about 
repertoire quality? Why are these decisions important?  
Repertoire and Curriculum  
 How teachers form these perceptions of quality is important for the world of 
music education to understand because these decisions effect their students.  The 
Wisconsin Music Educators’ Association suggests that, “The repertoire that music 
teachers select represents the textbook for teaching comprehensive musicianship” 
(WMEA - CMP Insights Newsletter - Choosing Your Textbook, n.d.).  Allsup (2010) 
echoes this idea; “The decisions a teacher makes about what is included in a course of 
study (and what is not) form the very heart of a class curriculum” (p. 215). Apfelstadt 
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(2000) argues, “The selection of repertoire is the single most important task that music 
educators face before entering the classroom” (p. 19).  However, some could argue that 
repertoire itself is not the curriculum, but is used to teach curricular concepts.  For 
example, Richmond (1990) advocates for the use of an established curriculum to guide 
the selection of repertoire.  Still, this is in disagreement with conductor and educator H. 
Robert Reynolds, who stated that “repertoire is the curriculum” (Reynolds, 2000, p. 31).  
Budiansky and Foley (2005) criticize the music education profession for focusing too 
much on activities and not enough on the study of music of high artistic merit.  They 
argue that the strength of any discipline is its subject matter, and the subject matter of 
music education is the literature that is taught and performed. If the repertoire [at least in 
part] is the curriculum, how we choose that repertoire matters. 
 The materials of education are not the only part of curriculum that is under 
scrutiny; understanding who informs decisions about the quality of literature is also 
important. Apple (2000) asks important questions about who and what is behind the 
curriculum.  These questions include whose knowledge is taught and why it is taught in a 
particular way.  Apple considers the discovery of the “hidden curriculum” an essential 
task, since the answers to these questions have such a large impact upon students' 
education.  Apple argues that by discovering who is behind the decisions that are made 
about curriculum, we make it subject to critical scrutiny by students, teachers and others 
(p. 39). In music education, this means the profession should examine who has an impact 
on repertoire selection and open the process to scrutiny.  Budiansky (2005) argues that 
publishers and retailers have too large an influence on repertoire selection and this has led 
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to the popularization of mediocre music in the classroom.  Mediocre music may or may 
not be available in the classroom due to commercial influence, but how publishers and 
retailers impact availability should be open to inquiry. 
Research in the history of choral music education 
 Although the processes by which literature in the choral classroom is chosen and 
who influences those choices is clearly important to choral education, current published 
studies in the field do not address these topics adequately.  Most studies within the history 
of music education are biographies of important educators (Preston & Humphreys, 2007).  
Included among these biographies are several of university choral directors, including 
Colleen Kirk (Chandler, 2004), John Cooksey (Hale, 2009), and Harold Decker (Latimer, 
2007).  The authors of these biographies claim that their subjects had vast influence on 
the choral world primarily through the length of their teaching careers, numbers of 
graduate conductors, and conference performances.  Several of these conductors were 
involved in editing choral editions, but the editions were only catalogued rather than 
scrutinized for pedagogic value or potential influence on the performing canon.  This 
leaves a gap in what the profession knows about how these editors might or might not 
have influenced the selection of music and thereby the curriculum of choral music.   
Editors and Editions 
 Since the Romantic period, performers have believed that musical texts are 
reflections of composers’ thoughts (Boorman, 1999).  This led to a view that the music 
was the physical score itself rather than the sounds of a performance.  A successful 
performance was the faithful reproduction of the score, however, this was not the case in 
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music written prior to the time of Beethoven (Goehr, 2007).  Composers regularly 
expected performers to have freedom with their performance of the work (Haynes, 2007). 
 There are several roles that could have an influence on repertoire selection, and 
one of those roles is that of editor. Dart (1954) recognized the influence of editors on 
musical practice and performance in the 1950s.  Dart argued that “in the chain between 
composer and audience, the editor is an earlier link than the performer and he must 
therefore be considered first” (p. 14).  Both Dart and Bent (1994)  showed the influence 
that some editors have on the musical texts themselves.  Grier (1996) argued that the 
editor has a large influence on the musical text and how it is finally presented to the 
performer.  Editing “consists of a series of choices, educated, critically informed choices; 
in short, the act of interpretation” (p. 2).  These choices represent the editor’s musical 
style, rooted in the editor’s historical understanding of the work.  The editor is close to 
the composer in how a work progresses from composition to performance. 
Types of editors 
 Historically, there have been two trends in editing.  The first is the production of a 
“performing” edition.  In an edition of this type, the editor adds dynamics, tempo 
markings and phrasing.  The counter to this trend was the Urtext, which was a type of 
edition that was supposedly free of editorial intervention (Grier, 1996).  Emery (1957) 
and Grier both argue that it is impossible for a musical text to be edited without some sort 
of intervention by the editor in the final musical text. Even in a contemporary, almost 
automated editing process, editors must still rely on their own knowledge of musical style 
to produce the final text.  Editorship is an interpretive undertaking. Although the editor’s 
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influence continues to be a subject of study within musicology, these studies do not cover 
the influence of an editor in music educational practice.  
Summary 
 The role an editor can play in music education practice has not been studied, in 
spite of the strong connections between canonicity, editorial practice, and the curriculum 
of choral music.  Editors may influence the canon of educational choral music, and 
therefore the curriculum. This study will examine the influence of one particular editor: 
Maynard Klein. Because he was an editor who was active prior to 1975, a study of his 
work can reveal how choral directors chose literature before the Internet was widely 
available and also the influence an editor can have on an educator’s practice.  What role 
do these editors, who change the work and in some cases make it accessible to teachers 
and performers, have on the repertoire available and chosen by choral directors?   
The Case: Maynard Klein’s Editions 
 Choirs in educational settings changed a great deal during the early and middle 
parts of the twentieth century.  With the appointment of Peter Lutkin to Northwestern 
University in 1905 and F. Melius Christiansen to St. Olaf College in 1903, a capella 
singing within higher education began in earnest (Regier, 1963). Maynard Klein (1950) 
described the development of a capella choirs as “blitz like” during the 1930s (p. 17). As 
the center of activity moved away from choral societies to large, state-sponsored 
universities, choirs needed a greater number of smaller works that were appropriate for 
chamber-sized ensembles (White, 1982).  In addition, the musical reforms of Vatican II 
that began in 1963 created a need for different types of music in Roman Catholic 
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churches and schools (Ostermann, 2012).  All of these changes necessitated a different 
sort of literature, and, beginning in the 1950s, there was a renewed focus on the 
production of editions of smaller works that were scholarly as well as suitable for 
performance (Grier, n.d.). 
 I selected Maynard Klein’s editions for study based on three criteria. First, to study 
issues of canon formation and revision and new repertoire selection and who had an 
influence on those processes, it was necessary to select an editor who was active when 
those processes were happening.  Klein was not the only choral conductor active as an 
editor at this time.  Notably, Harold Decker and Alice Parker also arranged choral pieces 
for their choirs and then subsequently had them published (Latimer, 2007).  However, 
neither Decker nor Parker worked with a large number of publishers   It was important 
that the editor worked with a large number of publishers, so that the publisher could be 
eliminated as a possible variable of influence on repertoire selection.  And, the editor had 
to work with music from multiple musical periods.  This was to eliminate musical period 
as a possible influence on canon formation.  Maynard Klein fits all of these criteria.  He 
is unique in this, as other editors of choral music may fulfill one or two criteria, but not 
all three. 
 Maynard Klein wielded a significant amount of influence. He was a noted music 
educator, editor, and conductor.  He was largely responsible for developing the vocal and 
choral programs at both the University of Michigan and the National Music Camp at 
Interlochen, Michigan.  Prior to his arrival at the University of Michigan, Klein was a 
professor of choral music at Tulane University.  He was active in the Music Educators 
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National Conference, and was one of three founders of the American Choral Directors 
Association. He received numerous honors throughout his career as a choral conductor 
and editor.  An extensive tribute was published in “Music at Michigan” following Klein’s 
retirement from the University of Michigan in 1976 (Anonymous, 1976).  Klein 
conducted the American premieres of Charpentier’s Midnight Mass as well as Britten’s 
St. Nicholas.   He was presented with the keys to both the City of Detroit and the City of 
New Orleans.  The Interlochen Music Camp also honored him with the Board of Trustees 
Award.  The award for lifelong achievement given by the American Choral Directors 
Association in Michigan is named after Maynard Klein. 
 Not only did Klein have a wide influence as a conductor and teacher, his editorial 
career also coincided with an important time in American choral music.  At the beginning 
of the 20th century, most choral singing was done by private singing societies and music 
festivals such as the Cincinnati Music Festival, which was established in 1849. Normal 
schools began hosting summer workshops to educate music teachers in the middle of the 
nineteenth century (Regier, 1963).  There were established choirs in several universities, 
such as Harvard and Yale, but these extra-curricular groups did not function as training 
grounds for future teachers.  Their main repertoire was large works for orchestra and 
choir such as Haydn’s Creation and Bach’s B Minor Mass, rather than the smaller works 
that Klein later edited (Klein, 1950).  
 Klein is a good selection for this study because his editing work included a 
number of publishers and musical periods.  Klein produced over 130 editions of choral 
works (see Appendix B). His editions include music written over the span of 450 years 
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and were published by eight different publishing houses.  Klein’s editorial practice 
included providing a poetic English translation for non-English texts, modernizing of 
notation, and adding barlines and dynamic indications. During the period of his editorial 
career, these editions had a substantial impact on the body of choral literature that was 
sung in both schools and universities in the middle of the 20th century, and therefore, 
potentially, had an important impact on choral music education and the training of future 
choral teachers. How did these changes in repertoire influence high school choral 
directors who were working between 1950 and 1975? 
Theoretical Framework 
 The use of a theoretical framework can help the researcher interpret the findings 
during data collection and make them useful to a larger population (Gall, Gall & Borg, 
2007).  The current study will use Bourdieu’s theories of field and habitus to guide the 
design of the study and interpret the data.  Briefly defined, field is the “social space that 
situates the agents who contribute to the production of cultural works” (Macey, 2000, p. 
128). Field is the relationships between people who have something to do with the 
production of art.   Habitus is the “unconscious internalization of objective social 
structures which appear spontaneous and natural, but which are in fact socially 
conditioned” (Macey, 2000, p. 175). Habitus is a “feel for the game” that helps to explain 
why a person might act in a way that is not calculated (Johnson, 1993, p. 5).  This study 
will make use of these concepts to postulate how an editor impacted the habitus of choral 
music educators and the field of choral music literature.  
 It is important to note that this is not a musicological study of the editions of 
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Maynard Klein. It is a case study and Klein’s editions will serve as the case for exploring 
how Bourdieu’s theories can be applied in the study of music education.  By viewing the 
work of an editor as an important consideration in how conductors form preferences, the 
profession will better understand how the educational choral canon (choral music used in 
the classroom) was formed and who was behind the formation of the canon. Bourdieu’s 
concepts are useful in this context as they can help explain why some works became 
standard literature and some did not. 
The Theories of Pierre Bourdieu 
Pierre Bourdieu has been a major voice in the critical study of cultural practices 
since the 1970s.  He was a prolific author and wrote numerous books and articles.  He 
had an impact on the fields of literary criticism, cultural and media studies, and 
education.  Among his most influential publications are Esquisse d’une théorie de la 
pratique (1972) (Outline of a Theory of Practice, 1977), La distinction (1979) 
(Distinction 1984), Homo Academicus (1988), and Les règles de l’art (1992) (The Rules 
of Art 1996) (Grenfell, 2008).   
Bourdieu engaged in the world outside of the academy, and much of his work 
explained the practices that surrounded him (Grenfell, 2008).  For example, in Outline of 
a Theory of Practice (1977), Bourdieu used his study of Algerian culture to illustrate his 
concepts of habitus, doxa, and symbolic capitol.  All of these concepts are explained 
using scenarios that Bourdieu observed during his fieldwork.  He used Flaubert’s 
Sentimental Education to demonstrate his ideas about the agents of art production and 
consumption playing a game with position-takings (Bourdieu et al., 1996). 
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Through the concept of habitus, Bourdieu explains how agents—which may 
include publishers, critics, and educators—influence the cultural practices that societies 
take for granted.  Bourdieu does not subscribe to the Romantic idea of the artist as 
creator, but rather positions the artist (and the art) within a field of many influences 
including family background, economic status, and class (Johnson, 1993). 
Habitus 
 Bourdieu (1990a) explained that the habitus is a product of human action rather 
than the musical structures themselves that form cultural objects.  So, artistic works are 
the products of human beings, not the structures or the form of the work alone. In other 
words, composers and arrangers act, and because they are embedded within a culture, 
they are influenced by the non-musical structures of that culture. Whether the artistic 
work is a single choral work or a body of literature, they are all the products of human 
action. In the current study, the concept of habitus will be employed to uncover the 
underlying beliefs of choral directors about choral literature. 
Through the concept of habitus, Bourdieu explains how ideas and actions that are 
taken for granted operate.  Bourdieu defines habitus as, 
Systems of durable, transposable dispositions, structured structures predisposed to 
function as structuring structures, that is, as principles which generate and 
organize practices and representations that can be objectively adapted to their 
outcomes without presupposing a conscious aiming at ends or an express master 
of the operations necessary in order to attain them…[these systems are] 
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collectively orchestrated without being the product of the organizing action of a 
conductor. (Bourdieu, 1990b, p. 53) 
Habitus is an “acquired system of generative schemes” that is a product of history, and it 
goes on to produce more individual and collective practices, thus, creating more history 
(Bourdieu, 1977, p. 95).  Habitus is related to “habit,” but it is not the same thing.  A 
study of a person’s habits does not necessarily explain why a person may do what they 
do.  In a study of a person’s habitus, Bourdieu attempts to explain the underlying 
structures of a person’s practices (Maton, 2008).   
 The structures that Bourdieu refers to can be a wide range of activities, from 
rituals surrounding food consumption to religious practice, to the giving and receiving of 
gifts (Grenfell, 2002). For example, a person might not fully understand why they prefer 
a certain type of religious ritual.  Bourdieu argues that this preference is a product of a 
person’s habitus.  These rituals are durable, meaning that they have a lasting effect.  
Bourdieu also describes that they are organized without the action of an organizer.  These 
activities then self-perpetuate and generate more activities that are like them. 
 Habitus is a product of history that produces individual and collective practices 
(Bourdieu, 1977).  It is a past that perpetuates itself into the future without being able to 
give a rational basis for its existence.  A simple example of this might be how preferences 
for music are developed and how that preference influences our buying decisions.  We 
may not remember or understand why we like certain music, but those preferences lead 
us to make certain decisions about what sort of recordings to buy. 
 Bourdieu places a disproportionate weight on early experiences in developing the 
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structures of habitus (Bourdieu, 1977).  It is early experiences, like the development of 
tastes and domestic morality, which go onward to shape our future experiences, because 
we view our current experiences through past experiences.  This is how the habitus is 
generated: past experiences become structures by which individuals view their current 
lives.   
 The revelation of the hidden workings of habitus enables agents to “understand 
more fully their place in the world” (Maton, 2008, p. 59).  “The questions for research are 
thus: what particular structure of the habitus is in play here compared to other possible 
habitus structures?; and how can we tell when that habitus has changed, varied, or 
remained the same” (Maton, 2008, p. 62)?  It is the task of the researcher, then, to 
uncover the habitus of the people that have influence over decision-making.  This is not 
so that habitus can be changed, but so that it can be more fully understood. 
 Bourdieu theorizes that structures are not static, but that they are constantly 
structuring.  This means that as structures evolve, they help to form new structures 
(Grenfell, 1998). This separates Bourdieu’s theory from structuralism, as articulated by 
Levi-Strauss, because a structuralist emphasizes the static nature of structures (Grenfell, 
1998).  For Bourdieu, these structures are not omnipresent in the human mind, but are the 
products of human and social actions.  Therefore, they are changeable.  The goal of social 
science research, then, is to uncover the dynamics behind these “structuring structures” 
(Grenfell, 1998, p. 13). 
 Critics of Bourdieu’s concept of habitus argue that the concept is not new, and 
that it is present in some form in the writings of many throughout time, such as Aristotle, 
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Thomas Aquinas, Husserl, Merleau-Ponty, and Elias (Grenfell, 1998).  However, it is 
Bourdieu that shows us how habitus interacts with field (Grenfell, 1998).  This is an 
important relationship for the present study, and that is why Bourdieu’s concepts are 
particularly helpful.  The research question framed using Bourdieu’s terms is: How, if at 
all, did Klein’s editions impact the habitus of choral directors and then how did that 
impact the field of which choral directors are a part and the canon that they use?   
Field   
 Bourdieu uses the concept of field to define the boundaries where cultural artifacts 
are created, evaluated and sorted.  Bourdieu defined field as: 
The structure of the field, i.e. the space of positions, is nothing other than the 
structure of the distribution of the capital of specific properties which governs 
success in the field and the winning of the external or specific profits (such as 
literary prestige) which are at stake in the field.  The space of literary or artistic 
position-takings…is inseparable from the space of literary or artistic positions 
defined by possession of a determinate quantity of specific capital (recognition) 
and, at the same time, by occupation of a determinate position in the structure of 
the distribution of this specific capital. (Bourdieu, 1993, p. 30) 
 Bourdieu’s theory of the cultural field is used to analyze the artistic works 
themselves, as well as the producers of the works and the “agents of consecration” (the 
public, publishers, critics, galleries, and academies) (Bourdieu, 1993, p. 37).  To fully 
understand the value of a work, according to Bourdieu, one must recognize the function 
of artistic mediators (publishers, critics, agents) as “producers of the meaning and the 
 15 
 
value of the work” (Bourdieu, 1993, p. 37). Indeed, both Johnson (1993) and Maton 
(2008) argue that to analyze a work without this contextual analysis is an untenable 
proposition. 
 A work of art is a “manifestation of the field as a whole, in which all the powers 
of the field, and all the determinisms inherent in its structure and functioning are 
concentrated” (Bourdieu, 1993, p. 37).  By understanding choral literature as a field, we 
can begin to see that some works are better recognized than others.  As a member within 
the field, a piece’s worth is determined by its position relative to other works.  Agents of 
consecration, such as critics, publishers and teachers, accomplish the position-takings, so, 
the overall production of a work is not the work of the artist alone, but also the agents of 
consecration (Grenfell, 1998). 
 Identifying dissonance when analyzing field in relation to habitus creates space 
for habitus to change.  Reay (2002) analyzes interview transcripts to look for evidence of 
the habitus and how habitus interacts with field.  The interaction is clearly apparent in 
Reay’s description of white middle-class students choosing to go to an “inner-city” 
college or of “lower-class” students applying to elite universities.  A mismatch between 
habitus and field creates a dissonance.  Reay concludes it is through this dissonance that 
habitus can be changed.  One of the critiques leveled against the concept of habitus is 
that it does not account for change (Lamont, 2012).  However, Reay explains how a 
habitus can be changed, even though it is difficult.  Devine (2012) suggests that 
understanding the disjuncture that occurs in a mismatch between field and habitus is 
necessary for habitus to remain a viable concept.   
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 Using field as a concept within research can be somewhat problematic because 
fields can have “fuzzy” borders, which means that it is often unclear where the effects of 
a field start and stop (Thomson, 2008).  In the present case, where does the field of choral 
literature used in education start and stop?  There is undoubtedly a great deal of music 
that is used in both secular and sacred institutions.  Does a work’s membership in both 
fields change the field’s dynamic?  A choral director may function in both sacred and 
secular institutions.  There is a great fluidity between both fields, and they certainly can 
effect each other.  The recognition granted by the profession determines the position of 
the work within the field.  
 Despite these limitations, “fuzziness” is not a great problem with the present 
study as the study does not attempt to define the field of educational choral literature. 
Instead, this study attempts to situate Klein’s editions within the larger field of choral 
literature.  This does require thinking about the field of educational choral literature, but it 
does not require precise boundaries.  Although the boundaries of the field of educational 
choral literature need definition, that task is not within the scope of the current study.  
Instead, in this study the concept of field will be used to understand the context of Klein’s 
editions.  To fully understand the impact that Klein had, it is necessary to know what 
choral literature (and editions) were being used before Klein.  
Research Design 
I used the theoretical tools of habitus and field developed by Pierre Bourdieu to 
study Klein’s editions as a part of the phenomenon that formed choral directors’ 
preferences and influenced the choral canon between 1950 and 1975.  These preferences 
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impacted the materials that were used in choral music education, and therefore the 
curricula of choral music. 
To study choral repertoire and how it intersects with curriculum, canon, habitus 
and field, I chose to investigate how choral educators working between 1950 and 1975 
remember using the edited works of Maynard Klein.  I analyzed Klein’s editions and 
compared them to other available editions to determine the extent of his intervention.  I 
also interviewed three teachers about their educational background, choral literature 
selection process, and then specifically about Klein’s editions.  The interviews were 
transcribed and then coded in a “top-down” method, since a theory was already 
established before analysis (Miles, Huberman, & Saldana, 2013).  This is a qualitative 
study designed as an historical instrumental case study (Stake, 2011).  It was designed in 
this way since there were not pre-existing hypotheses to be tested. 
 The processes of canon formation happen over the course of several years, 
perhaps even decades.  Guillory (1995) argues that the processes of canon formation 
cannot be studied as they are happening, but, instead, historically. Citron (2000) suggests 
that there are three stages of musical canon formation: composition, circulation, and 
review. In music education and performance, there may be many years that elapse 
between those stages.  One needs to look only to the example of the works of J.S. Bach to 
see that it can take many years for compositions to be regularly performed.  Therefore, 
canon formation is best studied historically rather than in the present.   
 Beginning in the period after World War II, the educational choral canon went 
through the last of the two stages suggested by Citron (2000).  This was due to the 
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formation of different types of choirs, the establishment of the American Choral Directors 
Association and the academization of choral music (Gibala-Maharidge, 2005).  Klein was 
an active participant in the choral world during this time as a conductor, teacher, and 
editor.   
Purpose 
 The purpose of the study is to examine the influence an editor had on the 
repertoire selection practices of teachers.  Music educators should understand how 
decisions about materials and curriculum are made and who has an influence on those 
decisions.  These processes can be studied by looking at the work of a specific editor and 
whether he made an impact on the processes of directors who were active at the time the 
editions were published.   
By viewing the work of an editor as an important consideration in how conductors 
form preferences, the profession will better understand how the educational choral canon 
was formed and who was behind the formation of the canon, rather than seeing it as 
merely an individual choice based on a loosely defined notion of “quality.”  Teacher 
decisions about repertoire were influenced by numerous factors and people and this study 
will endeavor to reveal a vital part of that process, the influence of the editor.    
In this case, Klein’s editions will serve as the case for exploring how Bourdieu’s 
theories can be useful in the study of music education and to ultimately answer the 
following questions: 
1.  How did the editions of Maynard Klein influence choral directors at the time? 
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2.  How do choral directors active during 1950–1975 describe how they selected 
choral literature?  What were the influences on their selection? 
Significance of Study 
An understanding of how the canon is formed can help educators make better 
decisions about the repertoire that they choose.  The decisions that are made in the chain 
between composer and performer all have an effect on what happens in the classroom and 
when the music is finally performed for an audience.  According to Bourdieu, cultural 
objects are products of human action (Bourdieu, 1990a).  Since Klein’s editions are 
readily accessible, cover time periods from the Renaissance to 20th century, were 
published by many publishers, and were used by countless choral directors at festivals 
and competitions for which we have documentation, his actions influenced classroom 
practice. Therefore, Bourdieu’s theories suggest that by studying Klein’s influence on the 
editions (the cultural object) that we can also study Klein’s influence on the canon itself. 
There are a number of things that have changed in the music publishing industry 
since 1975.  This includes the proliferation of self-published composers who bypass the 
traditional editing process altogether (Boorman, 2016).  This doesn’t mean that the canon 
and how it is formed has become irrelevant.  Given the numerous ways that teachers can 
now purchase music, knowledge of the canon may be more important now than it was 40 
years ago (Budiansky and Foley, 2005). 
Limitations 
 This study focuses on only one aspect of canon formation: the influence of an 
editor on the materials of music education.  There are other influences upon canon 
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formation, such as the proliferation of recordings, the creation of various choral 
organizations such as the American Choral Directors Association, and the development of 
choral literature classes at the undergraduate level.   
 A small number of participants who were active as choral directors at a particular 
time in history were interviewed.  It is not possible to generalize their experience to other 
directors that may be active now or prior to 1950.  This is due to the far-reaching 
influence of the Internet in music education and the changes in how choral directors are 
educated that began to occur in the middle of the 20th century.   
Summary 
 This is a study about how choral repertoire intersects with curriculum, canon, 
habitus and field. An analysis of the editions of Maynard Klein may reveal the impact of 
one editor and his work on these processes. Klein’s work was chosen for study because it 
was produced during an important time in the formation of the educational choral canon 
and because the editions span multiple historical periods.   
 Chapter 2 is a review of relevant literature and an explanation of the theoretical 
concepts of habitus and field.  Chapter 3 explains the method that I used to explore the 
research questions. Chapter 4 is an archival analysis of several of Klein’s editions.  
Chapter 5 presents the data that I collected in a narrative form.  Finally, Chapter 6 is an 





Review of Literature 
The purpose of this chapter is to give a brief overview of habitus and field and to 
show how Bourdieu’s theories can be applied to help better understand the influence of 
Maynard Klein’s editions on educational practice and the canon of educational choral 
music.  I will also review writings about Klein, canon development, and how choral 
directors select repertoire to situate Klein’s activity within the larger world of choral 
music education. 
Habitus and Education 
 Education and schooling are important themes in Bourdieu’s writing.  Bourdieu 
used the concept of habitus to understand how schools reproduce inequalities (Webb, 
2002).  Bourdieu theorized that students from lower class backgrounds will drop out of 
school more readily than students from upper class backgrounds (Bourdieu, 1977).  He 
explained this phenomenon by using habitus and argued that upper class students are 
more conditioned to succeed in school than lower class students.  The habitus is 
generated through the influence of their parents and others in the home. Bourdieu 
suggested that the French educational system reproduced class positions.  This means that 
children who come from lower socioeconomic classes have a difficult, perhaps 
impossible, time rising above the class of their birth in the educational field.  Bourdieu 
viewed schooling as a way to institute social separation between the classes (Robbins, 
2008).  He viewed his own schooling as a sort of “incarceration” and as a regimented 
experience (Robbins, 2008, p. 29).  His education, however, came from his own reading 
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of French philosophers and historians of science (Robbins, 2008), not from any 
institution, like a school or university. 
 Other researchers have also used Bourdieu’s concepts to explain phenomena in 
education.  Reay (2012) uses habitus to explain why middle and lower class students 
make certain choices in higher education.  Reay argues that middle class students do not 
choose to go to college, they just automatically go without thinking about whether or not 
they should.  Reay demonstrates that this automatic action is a product of their habitus, 
established by their parents.  Lower-class students, many of whom are the first in their 
families to go to college, are faced with an actual choice.   
Habitus and Music Education 
 There are earlier uses of Bourdieu’s concept of habitus in the music education 
literature.  The studies use Bourdieu’s concept to ask questions about what was once 
considered standard practice in music education.  These practices include both the 
methods and materials of music education. 
Allsup (2010) uses the concept of habitus to describe some of the conventions that 
surround marching bands.  As Allsup describes it, an outsider to the band world could be 
very confused about the use of military garb and rifles because of their lack of knowledge 
of marching band tradition.  By using Bourdieu’s concept of habitus, Allsup suggests that 
we “break through the obvious and ask for questions” (p. 218).  Allsup describes 
knowing the canon as the means to an award, such as a spot in a prestigious conservatory, 
or a juried prize or medal (pp. 220–221).  An insider who knows these traditions has an 
advantage over an outsider who does not. 
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 Bradley (2007) also relates Bourdieu’s concepts to music education, and sees the 
perpetuation of the Western canon as a form of institutional racism. Bradley argues that 
this occurs through the downplaying of music other than Western art music at the 
university level.  When students graduate from the university, they are convinced that 
they should be teaching the Western canon.  In a later article, Bradley (2009) argues that 
seeing repertoire as curriculum can become fascistic.  Bradley uses the MENC’s National 
Anthem Project as an example of the imposition of a particular piece upon all participants 
to create a sense of “oneness” (p. 70).  Bradley argues that this particular piece was seen 
as the curriculum by those schools that participated in the project. 
 O’Toole (2005) is critical of the choral curriculum and examines practice through 
a feminist perspective.  O’Toole argues that the dominance and control exerted by men as 
directors perpetuates a canon of works that glorifies men over women.  This is a function 
of the habitus of the directors.  The result is a docile group of singers that serve at the 
pleasure of the director.  O’Toole challenges the profession to break the perceived 
confines of the Western canon as well as the pedagogy used to teach that canon.   
 Wright (2008) studied how an individual teacher tried to escape the habitus that 
had been established by schooling and the national standards for music education that 
were established in Britain.  From the study, it was clear that the teacher’s habitus played 
the dominant role in the selection of literature for music classes.  In a conscious effort to 
overcome habitus, the teacher tried to give students more voice in what literature was 
chosen for classes.  Wright used non-traditional classroom instruments (such as 
harmonica) to better match students’ musical preferences.  This went against the training 
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Wright received as a music teacher. 
 In an ethnographic case study of an elementary general music program, Wright 
(2008) shows how the habitus of an individual teacher has an impact on curriculum.  In 
Wright’s analysis, the teacher overcomes his or her habitus of Western art music and 
enters the popular musical world of their pupils.  The result is a large increase in the 
number of participants in the music program.  Unfortunately, there is just a cursory 
description of the teacher’s habitus and how it was formed.  Instead, the emphasis is on 
how the teacher has moved a curriculum away from art music and toward popular music.   
 Wright and Davies (2010) examined the social influences that had an impact on 
the formation of the National Curriculum for Music in Great Britain and how the habitus 
of the dominant class had an impact on curriculum development .  They theorize that the 
curriculum is a product of past practices, and it is a result of a series of conflicts as fields 
are imposed on one another.  This led to a curriculum that focused on Western art music 
since the dominant habitus of those involved in government valued that kind of 
repertoire.  In Bourdieu’s terms, this habitus will then reproduce itself as students are 
educated with this curriculum and then go on to teach themselves. 
Summary 
 Habitus is a concept that has been used to explain practice in numerous fields, 
including education and music education.  Bourdieu articulated the concept to help 
explain that people make unconscious choices that are a product of some earlier 
influence.  These studies suggest that such decisions have a far-reaching impact on the 
educational process as decisions are made about curriculum, and materials.  In this study, 
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it will be used to analyze the practice of teacher’s repertoire selection, rehearsal and 
performance.  
Field, Education, and Music Education 
 Bourdieu was a critic of the educational system in France and analyzed several 
areas within education.  His analyses were specific in that they refer to a particular place 
and time (Thomson, 2008).  Bourdieu (1996) argued that education was one of several 
strategies used by elites to maintain their social position. For example, students will have 
a tendency to attend an elite university if their family members attended elite schools.  
Bourdieu also connected the field of higher education with the larger fields of 
governmental and economic power.  Students that are successful in the field of higher 
education will be better positioned in the fields of government and economy. 
 Bourdieu’s analysis of educational fields suggests that advancement is not based 
on merit but on pre-existing social and economic standing (Thomson, 2008).  On the 
surface, this can seem fatalistic in that it is difficult for a person to rise above their 
circumstances. However, Reay (2012) demonstrates that fields are places of struggle and 
that is how change can occur.  For example, a person may grow to become proficient in 
the piano as an adult, even if they are not exposed to the instrument as a child (Cooper, 
2001).  This is accomplished when students desire to learn and teachers promote a 
positive learning environment. 
Bourdieu argued that schools are places where social practices can be replicated.  
In two essays in Young (1971), Bourdieu tried to shift attention away from the 
performance of children in the classroom to the social construction of the curriculum in 
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which they operated.  In “Intellectual Field and Creative Project” (Bourdieu, 1971a) , 
Bourdieu showed that artists and intellectuals can construct the field in which their works 
will be received.  Bourdieu argued in “Systems of Education and Systems of Thought” 
(Bourdieu, 1971b) that schools are socially made structures that generate other social 
practices. 
No field can exist in isolation, and there are fields within fields. Education is a 
field that shapes, and is shaped by, other fields as it is made up of interconnecting 
relations and can be thought of as a game where there is a giving of scholastic gifts 
Webb, 2002, p. 106).  Music Education can be thought of as a subfield within the larger 
fields of music and education themselves.  These subfields partially share the 
characteristics of the larger fields of which they are a part (Grenfell, 1998). 
 Schmidt (1996) situated music education as a field within the larger field of 
education.  The forms of music that have the most power within that field are Western art 
music.  This is due to teacher training that focuses on the Western art music tradition.  
Schmidt concludes that the National Standards for Music Education (National Standards 
for Arts Education, 1994) and their successor, the National Core Arts Standards (National 
Core Arts Standards, 2014) are an embodiment of the powerful position that the Western 
art music tradition has within the field of music education. Similarly, Stakelum (2008) 
documented the field of Ireland’s primary school system.  This provides context out of 
which the habitus emerges.  Once the field was defined, Stakelum recounts the 
experiences of four music teachers and how their current practice was a product of their 
former experiences.  These studies suggest that music education can be considered a field 
 27 
 
in the Bourdieuain sense, and that it intersects with the fields of music and education.  
Field and Canon 
 While music education, education, choral music, and music may be considered 
fields, fields intersect with and influence the formation of the musical canon. Legg (2012) 
maps the field of the scholastic musical canon in Britain.  He does this by analyzing 
which works are mandated for study in Britain’s A-level national exams.  Legg notes that 
the field changes as composers are included or dropped from the exam list.  Students 
must be familiar with the composers on the exam to succeed.  Legg concludes that the 
“consecration” of composers by inclusion on the exam is a political act, since students 
who are from more affluent backgrounds have a tendency to be more familiar with 
Western art-music composers. 
Applications for Current Study 
 A goal of the present study is to examine the product and processes of human 
action and to uncover the processes at work in canonical formation and evolution, and to 
show that this is a dynamic process that cannot be viewed independently of human 
action.  One cannot consider the “great works” without an understanding of the various 
human actions that made us consider them “great.”   
In this analysis, it is also important to consider the products of human action, 
which in this case are Klein’s editions.  In his description of gift giving, Bourdieu (1977) 
explains that the same object can mean different things at different times. In Bourdieu’s 
example, he explains that offering one’s services can have a different meaning if the offer 
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is made at the time of the birth of a newborn or at a funeral.  In the same way, the 
perception of cultural objects can change with the span of time.  People who grew up in 
the 1950s might view a cultural object like the cassette tape differently than those who 
were born in 2001.  Older people may remember the cassette fondly, while younger 
people may not have ever owned a cassette tape or player.  Musical editions can be 
viewed and analyzed in this same way.  It is possible that a teacher who began his/her 
work later than 1985 might never consider singing the Brahms Ziguenerlieder in English 
rather than German.  A teacher working in the 1960’s may only have been able to 
introduce the work in English to their choir.  This is because the field of choral music 
changed and there is now a greater expectation that choral music will be sung in its 
original language (Jeffers, 1988).  The older edition with an English translation is not 
obsolete, but it will be viewed differently depending on when the teacher was active. 
The value of a work is determined by whether it is used or not (Bourdieu, 1977).  
Usage indicates the degree by which an object fulfills its function.  This provides one 
way that a cultural object can be valued and is important for the current analysis of 
editions.  Perpetuation of cultural resources is ensured as long as they are constantly used 
(Bourdieu, 1977). 
 Johnson (1993) describes the habitus as a “feel for the game” that is “not always 
calculated” (p. 5). This idea can be seen at work within discussions about the “worth” of 
various pieces of choral literature.  There is rarely a discussion about what makes a piece 
great; rather, authors rely on personal preferences that are ingrained.  Various books 
(Shrock, 2009; Ulrich, 1973; Young, 1971) written on choral literature are used in classes 
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for undergraduate and graduate music educators.  These books are both valuable and 
influential within choral music education; however, their authors do not articulate why 
some works are discussed and some are not.   
 It would, of course, be an error to suggest that Klein’s editions are the sole factor 
that impacted the habitus of choral directors.  Many other factors need to be examined, 
not the least of which is the exponential growth of the number of recordings of choirs that 
were made during the 1940s–1970s, though the examination of these recordings in any 
detail is beyond the scope of this study.  Even though there are other sources of the 
habitus of choral directors, including works other than Klein’s editions, an understanding 
of the influence of Klein’s editions will help to clarify the other aspects that impact 
habitus, since it will demonstrate ways to isolate a particular phenomenon's influence on 
the habitus.  
 To understand the habitus of choir directors and how it impacted the literature that 
they selected for their choirs, it is important to map the field of scholastic choral 
literature.  This can be done through interviews with directors active at the time as well as 
examining historical evidence.  Klein’s editions can then be positioned in the field 
relative to other editions that were available at the time. 
 
Writing on Maynard Klein’s Work 
 There is little written about Klein and there have been no previous attempts to 
study his life, influence, or editions.  Several of his editions were reviewed at the time of 
their publication, and there were several memorials published at the time of his death.  
There are numerous mentions of Klein conducting various honor choirs around the 
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United States as well as several notable choral premieres.  This section will survey the 
reviews of Klein’s editions that were published while he was active as an editor. 
 Poston’s (1967) review of Klein’s edition of Brahms’s op. 104 is short but 
negative.  Poston was critical of the inclusion of an English translation and Klein’s 
alteration of the title, both of which were deemed unnecessary. It should be noted that 
Poston’s review was published in England (The Musical Times), where editorial standards 
were different than in the United States (Haynes, 2007). 
 Arnold (1967) favorably reviewed Klein’s edition of Gabrieli’s “Lieta Godenda 
Siendo.”  Klein’s edition was compared to other editions of Gabrieli.  Arnold did note the 
“extravagant use” of expression marks in the edition (p. 245).  Arnold also encouraged 
the publication of more editions of 17th century music, and stated that very little was 
available in performing editions. 
 Wienandt (1968) praised Klein’s 1967 edition of Distler’s “The Christmas Story” 
for making the work more accessible for performance (Wienandt, 1968).  Klein’s edition 
omits the original German text in favor of his own English translation.  Wienandt argued 
that Klein’s translation of German musical terminology into Italian was not successful; 
Klein should have used an English translation instead.  The Distler, in its original form, 
has irregular barring.  Klein’s edition presents the original barring as well as Klein’s 
adjustment so that all parts share the same barring.  Wienandt praises this work as being 
excellent and faithful to the original. 
 Cox compared Klein’s edition of Brahm’s Psalm XIII to the earlier edition of 
Channing Lefebvre.  Klein’s edition includes the German text, separates the 
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accompaniment on three staves, and uses the original key.  Cox does write that 
Lefebvre’s English translation does seem to sing better with Brahms’s notes.   
 Critics disagreed with the value of Klein’s editorial work at the time during which 
he was writing.  However, it is not clear from the reviews whether Klein’s editorial work 
was of any value to choral directors at the time.  How did choral conductors use Klein’s 
editions in rehearsal and performance? 
Curricular Trends 
The ways that educators define and think about curriculum have changed over the 
last two centuries.  There has been a movement away from merely thinking about 
curriculum as objectives to discovering what lies beneath those objectives (Apple, 1993).  
Educators and researchers have called for a re-examination of old models of curriculum 
to discover why we teach what we teach and who has an influence on that process 
(Apple, 1993). 
What is curriculum?  Jackson’s conventional definition, which has been used 
since the mid-19th century, is that curriculum simply means a “course of study” (Jackson, 
1996, p. 5).  Within music education, Charles Leonhard and Robert House in 1959 
provided their influential definition: 
Curriculum deals with the selection of desired educational outcomes and learning 
experiences to achieve these outcomes.  Curriculum building in music education 
includes the formulation of objectives for the music-education program, the 
organization of classes and activities in which to achieve the objectives, the 
selection of experiences that are appropriate to the classes and activities and will 
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contribute to pupil growth toward the objectives.  The task of selecting 
experiences also implies concern with the selection of teaching materials. 
(Leonhard & House, 1959, p. 22) 
Leonhard and House’s definition continues to be the most pervasive among music 
educators (Benedict, 2009).  This could be due to the fact that Leonhard and House 
include several stages of development, including the defining of objectives, organization 
of classes and selection of materials.  Music educators would be familiar and proficient 
with all of these tasks (Benedict, 2009).  Hanley and Montgomery (2005) identify several 
elements of this traditional definition of curriculum.  In this traditional model, right and 
wrong answers are used, the teacher implements someone else’s ideas, and teaching is 
test-driven and subject-centered. 
Reimer (2002) proposed an influential curricular model that fits within this 
traditional paradigm.  In Reimer’s model, the National Standards for Music Education are 
used to provide a curricular framework for both general music and elective classes.  
Teachers select repertoire and experiences to achieve the various objectives specified in 
the National Standards (National Standards for Arts Education, 1994).  The National 
Core Arts Standards (National Core Arts Standards, 2014) continue in the same vein as 
the previous National Standards; teachers are still expected to select repertoire to achieve 
curricular objectives.  This is a model based on the work of John Tyler, and it continues to 
be influential (Hanley & Montgomery, 2002).  Tylerean curriculum models have four 
steps: 
1. Objectives are set 
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2. Learning experiences are designed 
3. The learning experiences are organized 
4. The learning experiences are evaluated 
Elliott challenged Reimer’s model (and all traditional Tylerean and behaviorist 
curricular models) as being overly mechanistic with too much emphasis on control. This 
control of content through objectives leads to the goal of a “change in the learner’s 
behavior” (Elliott, 1995, p. 245).  This leads to a “teacher-proof” curriculum where 
importance is placed on the subject rather than the learner.. 
Since there is such an emphasis on the subject itself in Tylerean models, it is an 
important task to answer questions about who or what is behind the objectives used to 
form the curriculum.  Apple (2000) wrote that this task is integral in the process of 
determining what knowledge should be taught in schools, and who says it should be 
taught.  “The curriculum begins from the crucial political question, ‘From whose 
perspective are we seeing, or reading, or hearing?’  This repoliticizes the issue of what 
counts as official knowledge, making it subject to critical scrutiny by students, teachers 
and others (Apple, 2000, p. 39).” 
In these traditional models, textbooks become important since they contain much 
of the information studied by the student.  Again, Apple (2000, p. 49) calls for critics to 
explore these texts.  “Textbooks participate in creating what a society has recognized as 
legitimate and truthful.  They help set the canons of truthfulness and, as such, also help 
recreate a major reference point for what knowledge, culture, belief and morality really 
are (Apple, p. 49).” 
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Apple (1993) argues that textbooks form a “selective tradition” since someone has 
selected the information contained within the text for publication (p. 49).  In the world of 
high school performance classes, repertoire is seen as the textbook and the material for 
the course (Reynolds, 2000; “WMEA - CMP Insights Newsletter - Choosing Your 
Textbook,” n.d.).  Within the frame of Apple, someone has selected a composition for 
editing, publication, and, finally, performance.  Apple challenges educators to explore 
what is underneath these actions so that they can understand the political forces that may 
be at work. 
 In addition, there have been recent calls for music teachers to increase the amount 
of student input in problem solving and curriculum design (Blair, 2009).  Student 
centered pedagogies have a long history in music, particularly in applied study (Kennel, 
2002).  However, some teachers have been reluctant to give up control in the classroom 
because there is a desire to pass along the love of particular music (Blair).  This can have 
a negative effect on building independence and critical thought in students.   
Canons 
Canons govern the way that many decisions are made about what literature to 
study.  By their very nature, canons resist change, but change will happen according to 
certain processes.  Most of the writing dealing with canonical function and change is 
within the discipline of literature criticism.  For the last 25 years, musicologists have 
recognized the powerful influence of the musical canon (Bohlman, 1992; Citron, 2000; 
Kerman, 1984; Morgan, 1992; Perloff, 2004; Weber, 1999).  However, the function of the 
canon of choral music, its use in education, and how it changed and who had an influence 
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on that change has not been studied in the literature. 
The idea of canonicity has long been a discussion in the field of literature (for an 
overview of the debate in literature, see Morrissey, 2005).  However, it has only been 
recently discussed in the field of music. Within the arts, a canon is understood as a 
“collection of ‘texts’ with privileged status” (Cohn & Dempster, 1992, p. 156).  A number 
of authors have further refined the definition of canon in music.  Kerman (1984) was 
among the first to discuss canons in music, and argued that canons are distinctly different 
from repertories. Weber (1999) supports this view and clarifies that a “performing canon 
is more than just a repertory; it is also a critical and ideological force” (p. 340).  Citron 
(2000) also distinguishes between performing repertories and canons, arguing that 
repertories precede formalized canons.  Even though the distinction is made, Citron 
analyzes repertories and canons in the same way, since many times the differences are 
ambiguous and the terms are interchangeable. 
Canons consisting of older music are a relatively new idea.  Prior to the 19th 
century, the performing repertory consisted of music written at most a generation or two 
earlier (Kerman, 1984).  The permanence of a piece was often determined by its length 
and instrumentation (Weber, 1999).  For example, a motet that was too short for a church 
anthem in the 19th century would not receive many performances and would be forgotten.  
Canons were also formed around major musical figures.  This can be seen in the tradition 
surrounding Palestrina, which developed because a work was considered great due to its 
association with a great musician, like Palestrina.  For example, a work may enter the 
canon because Palestrina performed it or edited it.  This can explain how some pieces are 
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attributed to the wrong composer (Weber, 1999).  In the end, the final product of 
canonization is the “bestowal of authority on a piece of music” (Weber, p. 350). 
 Canons are not just inclusive, but exclusive as well.  The result is that some works 
are ignored (Citron, 2000).  Morgan (1992) argues that this is a positive development, 
“when all music is in or all is out, standards become irrelevant.  If everything is valued, 
then nothing really has value” (p. 60). 
 Canons change as works are replaced, condemned, or subjected to commentary 
(Kermode, 2004).  “The texts of canons are not simply givens, nor do they somehow 
form in a manner sui generis; rather, they follow from and depend upon processes of 
canon formation, on dynamic acts of disciplining” (Bohlman, 1992, p. 203).  Perloff  
(2004) argues that a work is dropped from the canon when it “no longer serves as a 
touchstone for creative work. He goes on to say that, “it will fade temporarily from the 
radar screen; if the given work has the muscle to awaken future generations, it will come 
back into vogue at a later date” (p. 78).  Kermode (2004) supports this view, and argues 
that once a work is retrieved from obscurity, it is kept alive by serious scholarship. Even 
though canons are open to change, they tend to resist transformation.  This is due to the 
judging of works against the “yardstick” of the earlier canon (Citron, 2000, p. 19).  
Canon and habitus 
How a canon functions can be viewed through the lens of habitus.  The structures 
of the habitus have a tendency to reproduce themselves, including the flaws that may 
exist in their original generation (Bourdieu, 1977).  In the creation of canons, this can 
explain how works of lesser quality can persist in the repertoire.  A choral piece may be 
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performed with great frequency, but that does not guarantee its overall quality as a 
musical composition. 
The canon controversy “boils down to a struggle over power: who will decide 
what is studied, which in turn becomes emblematic of society itself” (Citron, 2000, pp. 1–
2).  This statement is particularly important in education and music education: “The 
values students internalize will underlie their professional choice of repertoire, whether as 
a soloist, ensemble player, conductor or possibly concert manager of music journalist” 
(Citron, p. 28).  In other words, legitimation in the field is dependent upon one’s 
familiarity with a set of canons (Bohlman, 1992). 
Choral Literature Selection 
 How and why teachers chose repertoire for their classrooms has received some 
attention within the literature (Dean, 2011).  Several philosophies of repertoire selection 
were developed that rely on concepts of aestheticism or praxialism (Hunsaker, 2007).  
Pedagogical rationales and director’s definitions of quality have also been studied 
(Forbes, 2001; Ogdin, 1981). 
Hunsaker (2007) studied the processes that successful directors use to select 
literature for their choirs.  Hunsaker interviewed eleven choral directors who had 
performed at recent national conventions of the ACDA.  Interviewees were asked about 
their basic philosophy of music education, sources of selection knowledge, sources of 
ideas, and concert programming principles.  The study was directed toward practitioners, 
so that all directors might use the selection principles espoused by successful directors.  
The study includes a list of pieces selected by directors for performance along with a 
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brief rationale for the inclusion of each piece. 
 Hunsaker lists numerous music education philosophies as having influence over 
literature selection and tries to use them to explain why directors choose certain pieces.  
The directors do not discuss these specific philosophies in the study.    The result is a lack 
of connection between theories that Hunsaker believes directors use and a lack of actual 
demonstration of those theories in operation.  In addition, Hunsaker discusses various 
learning theories (informational theory, optimal-complexity model, Meyer’s theory of 
musical meaning) as being potential outcomes of literature selection.  The individual 
directors do not discuss how these theories are manifested within the literature.   
 Hunsaker’s study is important for several reasons, including the exposition of 
rationales of literature selection and sources of the principles upon which directors base 
literature decisions.  However, the study does not connect any theory to any of these 
selection principles or rationales, or demonstrate how particular practices are 
representative of a particular theory or philosophy.  For example, the directors’ basic 
philosophy of literature selection was centered on educational need, a balance of styles 
and genres, and the importance of including quality literature (Hunsaker, 2007).  Neither 
the directors nor Hunsaker define educational need and quality.  Instead, the directors 
chose literature based on experience, by listening to other directors, and from colleagues 
at reading sessions.  They did not feel that they learned many of the principles that guide 
their selection in college classes but more through singing in the college choirs 
themselves.  The actual sources of ideas for literature primarily came through the 
attendance at conferences of the ACDA, perusal of choral packets and CDs put together 
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by publishers, and recommended repertoire lists. “Quality” is noted as being the most 
important criterion in selecting literature (Hunsaker, p. 111).   This study would have 
been more applicable to music educators if it had explained how they defined quality and 
what might have influenced their definition. 
 Dahlman (1991) conducted another notable study in the field of choral literature, 
studying high school choir directors in Missouri.  Using a written survey, Dahlman 
studied the practice of literature selection used by these directors, and he concluded that 
the size of the program and experience of the director had a significant impact upon the 
selection of choral literature.  Of secondary interest to Dahlman, but of importance to the 
current study, were the answers to open-ended questions at the end of the survey.  Most of 
the directors who responded were concerned about a lack of quality literature used in 
high schools.  Since these directors returned a survey on choral literature, it is probable 
that they would have strong opinions on what constitutes quality literature; however, 
Dahlman did not explore these opinions.  So, as in Hunsaker’s dissertation, there is no 
elaboration on what would constitute “quality” for directors. 
In a study of repertoire selection practices among high school band directors, 
Budiansky and Foley (2005) found that music publishers had a large influence on what 
was purchased through the distribution of catalogs and sample CDs.  Additionally, 
Budiansky and Foley assigned influence to contest lists assembled by state music 
associations.  Teachers compile the contest lists, and participants in the contest are 
required to program pieces drawn from the list.  The authors do not explore why teachers 
chose to include some works on the required list and not others. 
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 Forbes (1998) surveyed and interviewed choral directors from Georgia, Florida, 
South Carolina, North Carolina, and Virginia to determine how they select their choral 
literature. Directors were then separated into two groups based upon the nomination of 
university faculty as “outstanding” and “not nominated.”  When the literature selected by 
directors in each group was compared, it was found that directors deemed “outstanding” 
programmed more classically oriented literature than the “not nominated” group (Forbes, 
1998, p. 152).  According to the study, “outstanding” directors rank the quality of a 
composition as the most important criterion for selection (Forbes, p. 153).  Forbes also 
noted that directors with limited experience had a difficult time defining a quality 
composition.  It is clear that quality is an important criterion used in selection, but it is 
unclear how directors define quality.   
 There has been an attempt to quantify whether a piece of choral literature is of 
quality.  Dean (2011) developed a rubric to evaluate pieces for inclusion in a 
performance.  Various aspects of the piece were considered, which are categorized 
broadly into aesthetic criteria and pedagogical criteria.  For example, harmonic and 
melodic predictability are evaluated as aesthetic criteria, and diction and rhythmic 
integrity are evaluated as pedagogical criteria.   Dean evaluated several standard pieces of 
choral literature according to the rubric.  The rubric was an important attempt to quantify 
ideas of aesthetic and pedagogical merit, but ultimately how a piece scores on the rubric 
is somewhat subjective.  For example, Shakespeare’s sonnet “Take, O take those lips 
away” used in Emma Lou Diemer’s Three Madrigals is given a 4 (the highest score) 
because Shakespeare wrote the poem (Dean, p. 98).  The deeper question left unanswered 
 41 
 
is, how did we decide that Shakespeare’s writing was always of high quality just because 
he wrote it?  No inter-judge reliability was demonstrated.  Even if other conductors had 
tested the rubric, they would still have been subject to the bias inherent in their own 
musical education.   
 In a study of San Diego choral directors, Ogdin (1981) found that 73% of 
directors use “fundamental repertoire” as a criterion for selection.  Since this was a 
quantitative study, Ogdin did not attempt to define what directors mean by this term.  
However, the fact that so many directors use “fundamental repertoire” as a selection 
criterion assumes that directors acknowledge a canon of standard works.  
Summary 
 The concepts of field and habitus as developed by Bourdieu have been used as 
lenses to study the fields of literature, education and music education.  There is a need to 
apply his theoretical concepts to the work of specific agents that may have had an 
influence on the development of musical canons and how directors choose literature for 
their ensembles.  The repertoire used in the classroom influences what students learn.  
What remains to be studied is how directors make repertoire choices and who has an 
influence on those choices.  Was it possible for an editor to impact the habitus of choral 





Methods and Procedures 
Introduction 
 The purpose of this study was to describe how Maynard Klein influenced the 
formation of the educational choral canon and educators’ practices.  A secondary purpose 
was to investigate the choral literature selection practices of educators from 1950–1975.  
Maynard Klein’s editions were chosen as the case used to explore broader issues of how 
directors chose repertoire, and the influence an editor had publishers of choral music and 
finally on the canon of choral literature.  Historical case studies are common within 
educational research (Merriam, 1998).  The boundedness of the study makes it a case, 
rather than a history.  In the present study, the phenomenon of Klein’s editions are a 
bounded unit and form the unit of analysis for the case.  In this chapter, I describe the 
study design as well as data collection procedures. 
Study Design 
 This is a historical, instrumental case study.  It is historical because canon 
formation cannot be studied as a present phenomenon; rather, it can only be studied 
retrospectively once a canon has been formed.  The editions of Maynard Klein provide 
the subject of study; however, they lead to an understanding of something else, namely, 
the repertoire selection practices of choral directors prior to 1975.  Therefore, this is a 




 A case “describes an instance of a phenomenon” (Denzin & Lincoln, 2011, p. 
245).  It may focus on a process, event or person.  It is not a methodological choice, but a 
choice about what is to be studied (Yin, 2008).  A case can be used to challenge, test, 
extend or confirm a theory (Yin, 2008).  It is the boundedness of the unit of analysis that 
makes it a case study (Yin, 2008).  In the present study, the editions of Maynard Klein 
will be bound as the case for study. 
Instrumental Case Study 
 Stake (2011) identifies three types of case studies: intrinsic, instrumental, and 
collective.  An intrinsic case study is conducted because the interest is in the case itself.  
An instrumental case study seeks to provide insight into a larger issue.  In an instrumental 
case study, the case itself is of secondary interest, but it serves to provide understanding 
of something else.  The collective case study examines several cases.   
The present study is an instrumental case study as defined by Stake (2011) 
because the case itself is used to provide an understanding of something else rather than 
be the subject of study or comparison.  Klein’s editions were used to better understand 
issues of repertoire selection and canonicity.  This was achieved through interviews with 
choral directors about their literature selection practices, an exploration of Klein’s 
editorial process, and a comparison of Klein’s editions to other available editions at the 
time. Klein’s editions are not the only unit that could be used for a case study about 
choral repertoire; rather, they are a “representative” or “typical” case (Yin, 2008, p. 48).  
The present study also uses one unit of analysis without any subunits, so it would be 
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considered a holistic, rather than embedded design.   
Historical Case Study 
This study is also an historical case study, since the phenomena of canon 
formation and repertoire selection under study is bound in the past, yet people are still 
alive to report on the phenomenon that they experienced.  Merriam (1998) acknowledges 
that historical methodology and case studies often merge, and in some ways, all case 
studies are historical because they look at past events.  This is in agreement with Stake 
(2011), Denzin (Denzin & Lincoln, 2011), Merriam (1998), and Creswell (2006) who 
argue that case studies can focus on past events.  Yin (2008) argues that case studies have 
to focus on events where relevant persons are alive to report, even retrospectively on the 
phenomenon. If persons are not alive to report, Yin would classify the research as purely 
historical, and not a case study.  Amenta (2009) wrote that historical case studies are a 
growing subclass of both historical and sociological research.  Case studies often use 
interviews as a tool for data collection (Yin, 2008).  In the current study, it was important 
to gain the perspective of directors who actually worked prior to 1975.  This was 
accomplished through the use of interviews.  
The use of historical case study also aligns with this study’s theoretical 
framework. Bourdieu (1993) used a sort of historical case study method to demonstrate 
his theories.  Field of Power, literary field and habitus (Bourdieu, 1993) is an analysis of 
Flaubert’s Sentimental Education.  In the essay, Bourdieu positions Flaubert’s 
Sentimental Education in the bourgeois society of the 1840s.  He uses Flaubert’s book to 
help map the French literary field of the time.  Bourdieu’s regularly uses case studies in 
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his writing to better explain his theoretical concepts. 
A case may be selected as typical or atypical of certain historical phenomenon.  
Klein’s influence on canon formation can be seen as typical of other editors that may 
have had an effect on canon formation and curriculum in choral music, and this is in line 
with the “instrumental” aspects of this case study.  Klein, like many editors of his time, 
included a singable English translation as well as many additions to the musical text, such 
as dynamics and tempo indications.   
Viewing Klein’s editions through a theoretical lens places the editions within a 
larger historical framework.  Amenta (2009) proposed that all historical case studies 
should be guided by general theorization, but not to the neglect of the phenomenon under 
study in the individual case.  Future researchers in their studies of choral curriculum 
could use defining positions within the field of the choral literature canon.  And viewing 
Klein’s influence as a part of the habitus development of choral directors can shed light 
on other influences that may have effected the habitus of those directors. 
Case Selection 
The selection of the case is the most important part of any case study (Stake, 
2011).  Klein’s editions were selected because they are readily accessible, cover musical 
periods from the Renaissance to the 20th century, were published by many publishers, and 
were documented as used by countless choral directors at festivals and competitions.  
Klein was also an active editor during a formative time in American choral music (White, 
1982).  It is possible that there are other groups of editions that could have been selected 




 The span of Klein’s career was also important in the selection of his editions.  
From 1960 through 1975, choral editing practices were under intense scrutiny and debate.  
After 1975, this debate calmed due to several agreements about editorial standards within 
the Music Publishers Association.  The ACDA Editorial Standards Committee was 
disbanded in 1983, following the publication of a joint statement with the Music 
Publishers Association (Goss, 2013).  It is unclear whether the Editorial Standards 
Committee had any direct influence on Klein’s editorial work.   However, the work of the 
ACDA Editorial Standards Committee demonstrates that Klein was active during a time 
of much change within choral literature. 
 There are other groups of editions that may have been chosen to explore the 
research questions.  For example, E.C. Schirmer published the A Capella Singer in 1964.  
It contains heavily edited versions of 30 Renaissance choral pieces.  It is still in print.   
The sheer number of Klein’s editions and the uniformity of his editorial process make it a 
better group of editions to explore the research questions than the A Capella Singer.  
Despite the singularity of Klein’s work, this study is still a representative case (Yin, 
2006) since the work of other editors also impacted the field and habitus of choral 
directors.   
To answer each research question, Klein’s editorial output, working sketches, and 
other editions of the same works were used as primary sources.  Galgano, Arndt, and 
Hyser (2007) define a primary source as the “form of evidence contemporary to the event 
or process described” (p. 6). These primary sources will illuminate Klein’s editorial 
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influences and process.  Klein’s personal sketches and papers are available at the libraries 
at the University of Michigan, the National Music Camp at Interlochen, and from his 
widow, Nancy Klein.  Nancy Klein granted me access to materials that she has housed in 
Ann Arbor, Michigan.  Many of Klein’s editions are still in print or are readily available 
through libraries.  Nancy Klein reported that she still receives royalty checks from three 
of Klein’s publishers: G.I.A., Kjos, and G. Schirmer (Nancy Klein, personal 
communication, January 25, 2016). 
Data Collection Procedures 
I collected data by conducting interviews with three choral directors who were 
active prior to 1975.  I also interviewed associates of Klein who watched him work in 
preparing the editions and how he used them in rehearsals.  I was able to collect data on 
Klein’s process from his working notes, including foreign language Bibles he used for 
translation.  There are also a few reviews of Klein’s editions from the time that he 
published that I was able to use in the study. 
Interviews 
Interviews are appropriate when a past situation is impossible to replicate, which 
is what makes them an appropriate collection procedure for the current study (Merriam, 
1998).  In the present case, it is impossible to re-create the field of choral directors prior 
to 1980.  Therefore, if we want to know about the world that directors lived in, they have 
to tell about it.  Interviews are often used in case studies (Kvale, 2008) and can often 
provide information that cannot be obtained in another way (Lummis, 1987).   
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The interviews that I conducted were qualitative and semi-structured.  The typical 
qualitative interview is not an open-ended conversation, nor is it a highly structured 
questionnaire.  It uses a guide that has themes along with some specific questions.  Kvale 
(2008) classifies this type of interview as semi-structured.   A semi-structured interview 
allows for some flexibility in the questions and answers, but does use a pre-structured list 
of questions and themes as a starting point.  In this way, the interviewer can be sure to 
keep the conversation in line with the research topic.  The interview is transcribed and 
then analyzed for themes and patterns.  To achieve this analysis, the interview transcripts 
were coded to find repeating ideas and relevant text (Auerbach & Silverstein, 2003).  In 
the following section, I will explain how the interviews were conducted as well as the 
problems involved in using oral evidence and the reliance upon memory. 
I recruited participants for interviews by contacting high school and college choral 
directors who were active during 1950–1975.  I had conversations with directors and 
other choral professionals who helped to identify other participants, which is sometimes 
called “snowball sampling” (Berg, 2004; Gall, Gall, & Borg, 2007). I identified 
participants in this way to ensure consistency of certain characteristics for the study. For 
example, I had to ensure that participants were active choral directors prior to 1975.  I 
found that as I began the work of recruitment, participants were eager to identify others 
who might be helpful and fit the parameters of this study. Participants then contacted 
other potential participants and passed on the recruitment letter (see appendix A).  One 
out of the three participants knew Klein personally.  All three participants knew of him as 
an editor and conductor. 
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 Following participant selection, I set up times when I could interview each 
participant and sent them the catalog of Klein’s editions.  Since the time under study is 40 
years ago, I needed to do everything I could to increase the recall of the participants.  
Lummis (1987) demonstrated that participants had a higher rate of recall if they were 
prompted by documents, such as photos or newspaper clippings. I also showed each 
interviewee several of Klein’s editions as well as other editions that were in use between 
1950 and 1975. 
The questions in the interview protocol were strategically ordered to help the 
interviewees remember their professional activities during the period under investigation.  
For example, participations were asked questions about their schooling, where they were 
teaching, and specific questions about their literature selection practices.  This was done 
with the aim of helping participants reconstruct their professional practices.   
I also interviewed several of Klein’s colleagues and acquaintances to ask about his 
working process, including his widow Nancy (who sang with Klein as well) and Carol 
Muehlig, Klein’s former accompanist.   I selected these people to gain information about 
how Klein worked with the editions and used them in his professional life. 
Interviews were recorded by an audio device and transcribed.  These 
transcriptions were sent to the interviewees for their approval (Yin, 2008).  The final 
transcripts were used in the analysis. 
Archival Evidence 
 The archival evidence consisted of Klein’s editions, other editions that were 
available at the time, and Klein’s own notebooks he used when preparing the editions.  
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Many of his editions were the first performing editions available to U.S. choral directors 
through publication.  Several of Klein’s working notebooks are still available and in his 
widow’s possession.  These notebooks were analyzed to gain a better understanding of 
Klein’s editorial process, as I compared the notebooks to the finished editions.  Klein’s 
editions were also compared to previously available editions of the same works.  I 
analyzed these other contemporaneous editions and then used them during the interviews 
with active choral directors.  
Primary sources in this study were subjected to processes of external and internal 
criticism to determine authenticity, meaning, and believability (Furay & Salevouris, 
2000).  External criticism is the evaluation of whether the text is indeed authentic and 
accurate.  Internal criticism is the process by which the “meaning” and “believability” of 
the contents is established (Furay & Salevouris, 2000).  To accomplish this stage of 
criticism, the researcher must determine the context of the source and if there is bias 
inherent within (Tosh, 2002).  This was done by submitting sources to review by peers 
familiar with Klein’s work as an editor.  After peer review, I felt confident that the 
primary sources were valid and trustworthy. 
Data Analysis Procedures 
Once sources were critically analyzed and validity and trustworthiness were 
established, interview data was analyzed according to the modes specified by Marshall 
and Rossman (2006, p. 114): 
1. Data were organized 
2. Themes, categories and patterns were generated 
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3. Emergent hypotheses were tested against the data 
4. Alternative explanations for the data were explored 
5. The report was written 
In writing the report, the data were summarized and then linked to existing theory 
(Marshall & Rossman, 2006). The form of the report includes transcripts and analysis of 
interviews with choral directors and associates of Klein, an analysis of Klein’s editorial 
impact using the theoretical lens of Bourdieu, and a catalog of Klein’s editions. 
To code the data, I followed the procedure outlined by Auerbach and Silverstein 
(2003).  This procedure is considered a “top-down” approach since the theoretical 
concepts are articulated before the data analysis begins (Miles et al., 2013).  This is the 
most frequently used approach in social science (Boyatzis, 1998).  To begin the process 
of analysis, I analyzed the interviews for relevant text.  I included text from the 
interviews if it was germane to the research questions and the theoretical concepts of 
habitus and field.  I then grouped the relevant text into repeating ideas.  Some of these 
ideas included the educational background of the participants, how they chose choral 
literature prior to access to the Internet, and why they chose one edition over another.  I 
organized the repeating ideas into categories that were created based on the theoretical 
concepts of habitus and field.   
Following the initial coding of the data, I looked for alternative explanations.  For 
example, a recording of a choral work may have had an influence on a director’s practice 




To achieve triangulation in the data collection, data were collected from primary 
and secondary sources and through interviews with high school and college conductors 
who were active between 1950 and 1975 along with Klein’s associates.  Triangulation 
can be achieved through a variety of methods to generate findings and then an analysis to 
determine if they are corroborated across these variants (Gall et al., 2007).  If 
inconsistencies occur in the findings, these need to be reconciled and reported.   
There are some difficulties in using a contemporary theory to analyze an historical 
case.  One of these difficulties is presentism: “Presentism is the interpretation of past 
events based on concepts and perspectives that originated in more recent times” (Gall et 
al., 2007, p. 546).  This is certainly a problem in the application of critical theory to 
historical situations; however, a sort of present-mindedness guides all historical inquiry 
since it is being conducted at a time removed from the actual event (Tosh, 2002).  The 
researcher’s task is to be aware of this conflict and use it as a point of strength rather than 
a weakness (Tosh, 2002).  In the present study, for example, one could not claim that 
Maynard Klein was aware of the fact that he was acting as an agent of habitus, since 
Bourdieu had not yet articulated the concept.  However, by looking at this historical case, 
Klein can be seen as an agent of habitus, and present-day readers can better understand 
how or why personal habitus may impact their practice. 
 As part of the analysis of the interviews, an attempt was made in writing the 
report to represent both the emic perspective of the choral directors as well as the etic 
perspective of the researcher (Gall, Gall & Borg, 2007).  In chapter 5, I included 
numerous quotes taken from the interviews I conducted with the directors.  This was so 
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that they could share their experience in their own words, and provide the emic 
perspective.  As a researcher, I was an outsider because I was not active as a choral 
director at the time under study.  Therefore, I was able to provide the etic perspective.  I 
used Bourdieu’s concepts of field and habitus to try to make sense of the data and 
contribute to the literature in music education. 
 
Validity, Reliability and Generalizability 
Case Study 
Designing a case study that was both valid and reliable was a challenge in this 
study, as it is in many case studies.  To ensure validity and reliability, I undertook several 
procedures to ensure that the conclusions were credible.  These include the following 
strategies suggested by Gall, Gall, and Borg (2007): 
1. Rich data.  The interviews were transcribed in full, including data that might 
not have been relevant to the study.   
2. Disconfirming evidence.  Negative evidence was presented that might 
disconfirm conclusions from the study.  This was not as large an issue in the 
data gained from interviews as it was in documentary evidence. 
3. Member checks.  Interview transcripts were sent to the participants.  
Participants were asked to review the transcripts for factual accuracy and 
completeness.   
4. Peer examination.  I asked two colleagues to comment on my findings, and 
they reviewed a draft of the document. 
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5. Researcher reflection.  In the writing of the report, I stated my assumptions as 
related to the data under analysis. 
I have attempted to make my procedures as transparent as possible.  This includes 
the disclosure of the interview protocol.  Other researchers could use these documents to 
duplicate my procedures and would arrive at similar results. 
There are problems in the selection of a case study to explore research questions 
including a perceived lack of rigor for failing to follow systematic procedures and a lack 
of generalizability of the results (Yin, 2008).  In this study, rigor was assured by the use 
of multiple sources of evidence, establishing a chain of evidence, and having key 
informants review a draft of the report.  These procedures will be described below.  The 
application of Bourdieu’s theories will be used to provide generalizability (Yin, 2008).   
Interviews 
The interview protocol was specifically developed to overcome problems with 
memory and recall.  The authenticity of oral evidence depends upon how reliable the 
memory is of the subject being interviewed (Lummis, 1987).  The period under study is 
at a considerable remove from the present day.  However, Lummis (1987) and Yow 
(2005) both state that people in their 60s, 70s and 80s have excellent recall when 
presented with open-ended questions.  Lummis states that recall of historical events is 
often better than recent events, and that the passage of time has little to do with the 
authenticity of oral evidence.  When there is a commitment to accuracy, the past will be 
recalled with the greatest accuracy. Rather than asking participants to rely on their 
memory, questions have been crafted so that participants can “reconstruct” their 
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experience (Seidman, 2006).  This is done through a direct line of questioning, rather 
than asking them to remember how they selected literature thirty years ago.   
Interviews also present a problem with a potential lack of objectivity.  Kvale 
(2008) states that there is a potential for bias among the interviewees, that interviews are 
difficult to replicate, and there is not always a reflection by the interviewee on the subject 
under study.  It is possible an interviewee may not give authentic information in the 
hopes of pleasing the researcher, introducing bias.  Also, because interviews are a one-
time experience, they may not be able to be duplicated.  I used an interview protocol to 
help guard against these problems of subjectivity, so that the results could by generated 
by a future investigator and the process that I used would be transparent.  In the analysis, 
I also am sure to discuss disconfirming evidence.  I also told the interviewees that I 
would assign them a pseudonym in the writing of the report (APA Publication Manual, 
2010).  I did this so that interviewees could feel they could be completely open about 
their responses to my questions. 
Researcher Bias 
The bias of the researcher, which Barzun and Graff (2003) call an “uncontrolled 
form of interest” (p. 154), is present in many studies; however, they note that it is not 
desirable to totally eliminate this interest. Rather, they call the researcher to state the 
assumptions that led to the initial interest and overcome bias by acknowledging contrary 
theories. To that end, it is incumbent upon the researcher to declare the interest that 
initially led to the study so that the reader may assess his own position in relation to that 
of the writer.   
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As a choral director and singer, I have long known about Maynard Klein’s work.  
Growing up in Michigan, I sang for many of his colleagues and friends who regularly 
used his editions and spoke highly of his work as a conductor, editor, and teacher.  After 
Klein’s death, I became acquainted with Nancy Klein, his widow.  Through these 
associations, I became interested in Klein’s work and influence. 
Peer and member-checks were used to guard against the influence of bias on the 
study.  I have submitted transcripts as well as my initial conclusions to the interviewees 
for their comment and review (Auerbach & Silverstein, 2003).  In addition, several peers 
that are not a part of the study reviewed the final report to check against researcher bias 
(Gall et al., 2007). 
Limitations 
 This is a single case study and therefore generalizability is a limitation (Gall et al., 
2007; Stake, 2011).  To increase the applicability of this study, I analyzed data using the 
theoretical concepts of field and habitus.  Both Yin (2008) and Stake (2011) agree that 
using a theoretical lens broadens the usability of a single case study.  Yin (2008) argues 
that generalizing from a single case is appropriate and advocates for cases to “illustrate, 
represent or generalize to a theory” (p. 239).  As Stake (2011) suggests, this case can then 
be compared with other cases of a similar phenomenon.  Future researchers could use this 
case to explore the influence of other human agents on canon formation, for example.   
 I made no attempt to examine the influence that Klein’s editions have on choral 
literature selection practices of the present day.  The canon is constantly changing, but it 
was the intent of the study to examine the dynamics of literature selection and influence 
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during a formative time for the educational choral canon.  This was necessarily done with 
an historical perspective. To try to find evidence of Klein’s influence today would be a 
difficult task.  Many of his editions are still in print; however, directors would not be able 
to assess how the editions influenced their selection processes.  As is shown in the 
interview data, directors thought differently about how they select pieces now than they 
did at the beginning of their careers.  This is because preferences are being formed early 
rather than later in careers. 
Conclusion 
Choral literature is the material of choral music education.  The canon of 
educational literature grew significantly in the second half of the 20th century in the 
United States.  This historical case study attempted to uncover the influences that an 
editor had on that process through his editions.  Data were collected through interviews 
and the use of primary and secondary sources.  The data was coded and then analyzed 
using Bourdieu’s theories of habitus and field to better understand the processes of 
literature selection and canonical formation.   In the next chapter, I will examine several 





Findings:  Edition Analysis 
The purpose of this chapter is to show how Klein created several of his editions.  
Since Klein is deceased, it is impossible to know the intent behind his editorial decisions.  
However, by looking at what he did to the editions themselves, we can see how he 
changed the work.  These changes and additions may have had an impact on teacher’s 
practice.  To fully understand his influence, we need to know what he did in his editorial 
process. 
In the process of editing, Klein added a number of musical items to his editions.  
The data from the interviews that I conducted show that participants focused on several 
specific areas within the edition: additions to the musical text (dynamics, tempo, phrasing 
marks), biography, layout, piano reduction, and translation.  To demonstrate this, I 
analyzed several editions of Klein’s work: Au Joly Jeu by Jannequin, Exsultate Justi by 
Viadana, Heilig by Mendelssohn and O Bella Fusa by Lassus.  I selected these editions 
because they are all still in print and all of the participants used them in their classrooms.  
I showed these editions to the interview participants.  I analyzed the scores concurrent 
with conducting the interviews.   
Additions to the musical text 
To show what Klein actually did to the musical text, I compared an edition of 
Klein’s to another edition of the same work that would have been available at the same 
time.  Klein’s edition of Clement Jannequin’s Au Joly Jeu (Figure 2) was published in 
1970 by G. Schirmer as Octavo No. 11727.  I compared it with another edition edited by 
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Henry Expert and published by Editions Salabert (Figure 1) in 1957 as E.M.S. 3030.  It 
might have been difficult to procure the Salabert edition in the United States, but it would 
have been available by borrowing from a library.   
 





Figure 2.  Klein edition of Jannequin’s Au Joly Jeu 
 
 
There are a number of similarities between the two editions.  The source of the 
piece is not identified in either the Klein (G. Schirmer) or the Expert (Salabert) edition.  
Klein classifies the piece as a “Chanson.”  Both identify Jannequin as the composer 
(although his name is spelled Janequin in the Expert edition), and both editions have the 
same title:  Au Joly Jeu. Neither edition lists an opus number.  The original has a figured 
bass, but it is not present in either the Klein or Expert editions.   
Both editions present the French text in different ways.  The Expert edition is in 
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French only and does not give a source for the text.  The Klein edition has the French text 
on top of an English translation by Klein.  Again, the original source is not identified, but 
Klein is given credit for the English translation.  Klein added elision marks between two 
pairs of words: “pousse avant” and “belle au.”  These marks are not distinguished as an 
editorial addition.   
Klein added a number of musical items that are not present in the other edition.  
Klein included the tempo indication of “Allegretto” at the beginning of the piece.  There 
is no tempo indicated in the Expert edition.  There are also a great number of accent 
marks in the Klein edition that are not present in the Expert edition.  Klein also added 
phrase marks over melismatic passages, as well as dynamics and crescendo and 
diminuendo marks.  These additions are not present in the Expert edition.  
One item that the Expert edition has that is not in the Klein edition is an incipit 
that indicates the original notation.  This includes the original voicing, time signature, 
pitch, and rhythmic values.  The Klein edition does not provide this information.  The 
Expert edition also maintains the original rhythmic value as presented in the incipit.  The 
Klein edition cuts the rhythmic values in half, but it does not indicate the original values 
of the work.  
The Klein edition lists Jannequin’s dates as 1472–1560, and no date of 
composition is given.  The Expert edition provides no dates.  Neither edition provides any 
information on the work or biographical information on Jannequin.  There are no measure 
numbers or rehearsal letters provided in either edition.  Neither edition provides the text 
before the composition itself.  Neither edition lists a time of performance.   
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Klein added a number of musical marks that could have made it easier for 
musicians to perform the piece.  For example, a director wouldn’t have to spend time 
thinking about an appropriate tempo, since Klein had given his opinion on how fast the 
piece should go.  Grier (1996) categorized editions as either “urtext” or “performing or 
interpretive” editions.  Klein’s editions would be categorized as an interpretive edition, 
since there is such a significant amount of editorial intervention.  A summary of the 
similarities and differences in the two editions is in Table 1. 
 
Table 1.   
Comparison of editions of Au Joly Jeu 
 
Klein edition  Expert edition 
Text Source   Not Identified  Not Identified 
English Translation  Yes   No  
Tempo Marking  Allegretto  None 
Phrase marks   Yes   No 
Dynamic marks  Yes   No 
Incipit    No    Yes 
Rhythmic Values  Half   Original 





Klein included biographical information in a number of his editions.  Klein’s 
preface to his edition of the Ludovico Viadana motet Exsultate Justi (GIA G-2140) is an 
example: 
Ludovico Viadana (born Ludovico Grossi in 1564) took the name of his 
birthplace, Viadana near Mantua, Italy.  He was a Franciscan who held at different 
times a number of positions directing cathedral music.  He published many 
madrigals and much church music, including a collection (1602) of 100 motets 
with organ accompaniment which he called “concerti ecclesiastici.”  He has been 
credited with the invention of the system of figured bass accompaniment, but this 
is uncertain.  He died at Gualtieri in 1645 (Viadana, 1973).   
The biography is brief, but it provides information that might be useful in the classroom.  
Teachers could make connections between the biographical information about Viadana 
and that of other Italian composers, including madrigalists. Teachers could also use 
Viadana to introduce students to figured bass. 
Piano Reduction 
 Klein wrote piano reductions for most of the a capella pieces that he edited.  The 
voice parts were reproduced faithfully in the reduction, and he did not omit doubled 
pitches.  His reduction of the voice parts for Au joly jeu used stem direction to keep the 
voices consistent in the score.  For example, in rehearsal, a pianist can play just the tenor 
line from the reduction.  He did not transfer articulations from the voice parts to the piano 
reduction. Carol Muehlig stated that Klein would work with several pianists, herself 
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included, on the piano reductions.  He relied on pianists in his own rehearsals and 
sometimes used piano reductions in performance of a capella pieces (C. Muehlig, 
personal communication, November 20, 2014).   
Translation 
Klein provided singable English translations for all of his foreign language 
editions.  Klein worked on the translations using a collection of dictionaries and foreign 
language bibles.  According to his wife, Nancy, he also worked with several friends who 
were fluent in foreign languages to produce the translations (N. Klein, personal 
communication, January 4, 2015).  Occasionally, he would bring a manuscript in to one 
of his choirs to see how well the translation and other musical aspects worked in actual 
rehearsal and performance (C. Muehlig, personal communication, November 20, 2014).   
An example of what Klein did with a text is in his edition of the Orlando di Lasso 
motet, O Bella Fusa.   
 
Figure 3.  O bella Fusa translation comparison 
Original Italian Text Klein’s Translation   Literal translation 
O bella fusa!   New shining spindle;   What lovely tools! 
chi ne vo accatare? See it whirling so gay.   Who will buy them? 
Noi le vendimo   Will someone please come and buy  We’ll even loan 
queste fu s’in prova. See it go!  It spins,   them out on trial. 
Son fu, son fusa nova. It’s thread like new snow.   It’s yours if you’ll but say. 
Voi le provare,   It’s yours if you’ll but say.   Do you want to try them? 
veni tell’a pigliare!  Red, yellow, green and soft gray and gold Come and take them. 
Le damm’in prova. All aglow    We’ll let you have them on trial. 
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 Klein’s translation is significantly different from the literal one.  Comparing the 
texts, one can see that Klein took considerable poetic liberties and added new ideas.  In 
the preface to his edition of the Ludovico Viadana motet, Exsultate Justi (GIA Catalog# 
2140, published in 1973), Klein explains that he revised the text to keep it in the spirit of 
the psalm and that he took “certain liberties” to achieve “singable contemporary English” 
(Viadana, 1973).  He then gave a more literal translation of the original Latin text 
(Viadana).   
Layout 
 The way an edition looks on the page is an important part of the final edition.  
Robert Batastini, the retired general editor of GIA, stated that the printed edition is 
“completely the result of the work of the editor” (R. Batastini, personal communication, 
January 28, 2015).  Batastini worked closely with Klein, as well as other editors, in 
preparing the editions for publication.  He said that Klein did “all the work” for his 
editions with GIA, which included directing how pieces looked for final publication. 
An example of how Klein improved the layout in his editions is his version of 
Heilig by Felix Mendelssohn (G. Schirmer, Octavo No. 12005) published in 1974.  
Compared to the Breitkopf edition that would have also been available (M.B. 1129), 
Klein’s typeface is much larger and there is more space between the staves.  This results 












Table 2.   
Comparison of editions of Heilig 
 
   Klein Edition  Breitkopf Edition 
Text Source  Not Identified  Not Identified 
English Translation Yes   No  
Tempo Marking Con moto  Con moto 
Phrase marks  Yes   No 
Dynamic marks Yes   Yes 
Incipit   N/A   N/A 
Rhythmic Values Original  Original 
Articulation marks N/A   N/A 
 
Comparison of Au Joly Jeu editions with Heilig editions 
 A comparison of Klein’s work on his edition of Au Joly Jeu with his work on 
Heilig reveals that Klein used less intervention in his editions of Renaissance music than 
he did in Romantic music.  In looking at Table 1, one can see that the editions of Au Joly 
Jeu are significantly different.  That is not the case in the editions of Heilig in Table 2, 
where the only differences are the presence of an English translation and the addition of 
phrase marks.  This is consistent with Klein’s work on his other editions.  As previously 
discussed, there is also a significant difference in the layout of the two editions.  
Romantic composers like Mendelssohn were more specific in their instructions in the 
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score (Haynes, 2007) and it is possible that Klein did not feel the need to add as much to 
his editions of Romantic music. 
Summary 
Maynard Klein had control over how his editions were published.  He added tools 
that he felt were musically and textually appropriate, including English translations, 
additions to the musical text (barlines, dynamics, etc.), piano reductions and biographies.  
The next chapter will show how teachers perceived these various tools and whether they 






Between 1937 and 1984, Maynard Klein edited more than 130 choral works that 
span 450 years. Many of the pieces Klein edited were previously inaccessible to 
American choral directors because they had not been published by American publishers 
or sold by American retailers.      
 To discover the impact that Klein’s editions had on the educational choral canon, I 
interviewed three choral directors who were active prior to 1975.  I asked about their 
background, how they chose choral literature, and about how they used choral editions in 
their classroom.  These were all factors that may have led to formation of their habitus.  I 
also asked them to reflect on what choral works comprised the canon of educational 
choral literature prior to 1975. The participants in the study include Margaret, a current 
university choral director who began teaching in 1969; Donald, a high school choral 
director who began teaching in 1973; and John, a retired high school and college director 
who began teaching in 1958.  I used pseudonyms in the writing of the report so that 
interviewees could respond openly. 
Participant background and education 
The background and education of the participants provided important information 
about how they formed their opinions about literature.  Education and background are 
factors that may have impacted their habitus and the positions that they took in the field 
of choral literature.  Bourdieu (1993) argues that to understand an agent’s position in the 
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field, one has to understand how the agents were formed and what led them to their 
position in the first place.  It is also important to know what classes the participants 
taught early in their career since they would have been choosing literature for specific 
ensembles.  I asked them about their musical background in high school, their 
coursework in their undergraduate degree, and what classes they taught early in their 
careers.   
Margaret 
 Margaret began singing in elementary school.  The daughter of immigrants, she 
studied dance as well as voice.  Margaret went to an all-girls Catholic school and sang in 
the choir.  The primary role of that choir was to sing for services in the school chapel.  
While growing up, she listened to a lot of music, but it tended to be popular music rather 
than classically based.  She said, “I didn’t yet have a very large record collection of 
classical choral music. I had a collection of Peter, Paul and Mary, and Cat Stevens, and 
Glen Miller, but not The King’s Singers just yet.” 
 After her graduation from high school, she went on to vocal music education at a 
small all-girls Catholic college.  While in college, she primarily sang single-gender music 
written for women’s chorus for the masses at the college.  Occasionally, the girl’s choir 
would join with a men’s chorus from another college to present a major choral work, 
such as Handel’s Messiah.  These performances were generally put together with very 
little combined rehearsal time.   
 Margaret attended high school and college between 1963 and 1969, when the 
reforms of Vatican II were being instituted.  This meant that the official language of the 
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American Roman Catholic Church changed from Latin to English.  Margaret said that 
this changed the literature that she sang in high school and college: “They were throwing 
out Renaissance stuff as fast as they could.”   
 She began teaching high school choir in 1969 and stayed in that position until 
1975, when she began her master’s degree.  Her first position had a variety of choirs, 
including freshman girls, freshman boys, sophomore girls, sophomore mixed choir, 
Concert Choir, which included mostly juniors and seniors, a vocal jazz group, and 
eventually the Madrigals.  This was also the same school where she did her student 
teaching. 
Donald 
Donald’s formal musical education began in eighth grade when his family moved 
to a large University town:  
I was part of a really amazing church choir program. We moved when I was in 
eighth grade and joined Zion shortly after that. The choirmaster in those days had 
a great interest in encouraging young people, especially young people who might 
be thinking of going into music as a career. And so all through high school, and 
certainly through college and after college, I got all sorts of great experience 
working with anywhere from 5 year-olds to 95 year-olds, because they had some 
kind of musical group for just about every age. It was a great opportunity to be 
able to try things out and do really dumb things, for a pretty forgiving audience! 
And to really learn–—to learn lots of repertoire, but also to learn the craft of 




 Donald chose to enroll in an undergraduate degree at the university in his 
hometown.  While there, he sang in a large choir made up of primarily undergraduate 
music majors.  “As an undergrad, we did a lot of big pieces. Verdi’s Requiem, Brahms’ 
Requiem, everybody’s requiem.”  In addition to these bigger works, he said that the 
faculty tried to prepare musicians for their future careers:   
Well, one of the things that they really tried to help us with was to develop a set of 
standard repertoire that especially church choirs and high school choirs could do. 
Because the reality was that most of us were going to go out and those were going 
to be the groups that we were going to be conducting. And so I think that they, as 
much as possible, whether we would sing some of these things as far as in the 
University choirs or get them in our classes. They tried to give us an idea of what 
kinds of pieces you needed to know when you went out and got a real job. 
Donald was the only participant to have an undergraduate choral literature class.   
 Donald began teaching in 1973, and he taught both elementary and high school 
music classes.  He also taught a piano class and a music history class.  His choirs during 
that period were mixed, and he had both beginning and mixed choirs. 
John 
 John was very active in his high school choral program.  He sang in a mixed choir 
as well as male only groups that performed a variety of a capella literature.   
We did everything. I mean the male octet called the Polka Dots. I mean we sang 
everything from arranged madrigals to barbershop, to everything. Everyone sang 
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“Coney Island Babe” when you were in high school.  We did not sing any major 
works.   
 John also went to a large state university for his undergraduate degree in music 
education.  He felt well prepared to teach in a variety of venues: 
We did everything! I played in the band, I played in the orchestra, I sang in the 
chapel choir. Every Sunday morning we had a huge chapel service on campus. 
And after the first year I let the orchestra go, because I was doing too much. But, 
in music education we did everything. You were going to be prepared to teach 
everything. In a little school, if you were hired as a band director, you’d have 
band, choir, and elementary music too. 
 John began teaching in 1958 at a small private college.  While at the college, he 
also directed a community choir and began work on a master’s degree in music 
education. He received his master’s degree in 1961 and moved to another state to teach at 
a small university.  He began teaching high school in 1968.  He taught several levels of 
choirs at the school.  “I had a concert choir, mixed—that was the highest level. For boys 
there were two levels: male chorus and concert choir. For girls there were three levels: 
girls chorus, girls glee club, concert choir.” 
Summary of Participants’ Education 
   All of the participants sang in their high school choirs.  Participants described the 
literature they sang in high school as short “octavos” with no major works.  It was not 
until their undergraduate education that the participants sang major works.  Donald 
remembers using the “A Capella Singer,” which was published in 1935.  The “A Capella 
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Singer” is an anthology of 36 renaissance choral pieces that are heavily edited and also 
include English translations.  John mentioned that the longest piece they sang in high 
school was ’Twas the night before Christmas by Harry Simeone.  That piece is 
approximately 10 minutes long. 
While they attended college, the participants sang major works with orchestra.  
These included the Requiems of Johannes Brahms and Giuseppe Verdi, along with other 
large pieces like George Friedric Handel’s Messiah. This was in addition to smaller 
octavos of madrigals and motets.  The pieces they sang in high school and in college then 
were significantly different. Out of the three participants, only Donald had a choral 
literature class as a part of his undergraduate education.   All three had choral literature 
classes during their master’s degree studies, and they said that was where they learned a 
great deal of literature that they used with their choirs.  All of the participants completed 
their master’s degrees after 1975, so the influence of these classes is outside of the 
bounded time frame in the present study. 
All of the participants talked about the importance of their student teaching 
experience in learning literature. They worked with experienced high school teachers 
who had a good knowledge of repertoire and had built choral libraries at their schools.  
Donald reported that he “learned a lot about the more advanced repertoire both through 
going to conferences and from hearing what she [cooperating teacher] did.” Margaret said 
that her cooperating teacher introduced new literature to her as well.  “It was through him 
cooperating teacher], really, that I learned so much of madrigal literature, Bach, Mozart, 
Vivaldi. So that when I started my master’s degree I was really prepared for it, but I 
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didn’t graduate from college with that.” These experiences, in addition to their formal 
education, helped to form their perceptions about repertoire quality. 
Aside from large works, the participants were unable to remember specific pieces 
that they sang or studied during their education, with the exception of the previously 
mentioned ’Twas the night before Christmas by Harry Simeone.  They talked generally 
about the pieces that they worked on and referred to genres, like madrigals and motets.  
They were unable to pinpoint what influence any of their education had on their practice 
as choral directors.  
Summary of Participants’ Early Careers 
 The classes that the participants taught in their career influenced the literature 
they selected.  Different types of choirs require different types of literature.  A girls’ 
chamber ensemble will sing different sorts of pieces than a large mixed choir.  Margaret 
talked about how her view of literature changed when she moved from singing in all-
female choirs to student teaching with SATB ensembles, “my choir directors in college 
had both been nuns, and when I started student teaching, I just inhaled all of that 
wonderful literature from the major composers.” 
All of the participants taught a mixture of courses early in their careers including 
guitar, music theory, music history, music appreciation, band, and choirs of various 
levels.  The participants had elementary experience early in their careers.  All of the 
participants taught single-sex choirs, chamber choirs, and larger non-auditioned choirs.  
Both Margaret and Donald taught in schools that arranged choirs by grade level; 
therefore, there was a sophomore girl’s choir and a junior choir of boys.  All of them 
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directed choirs that were called “madrigals” or “a cappella.”  Even though a choir may 
have been called a madrigal choir, their repertoire was not limited to madrigals.   Both 
John and Margaret directed choirs that were called “madrigals”.  John remembered how 
the name of the group did not have much to do with the repertoire: 
At that time, every choral program had a madrigal group. We even called them 
madrigal groups. I mean now they’re called vocal ensembles or whatever. But we 
called them madrigal groups! And by the [state] rules, it had to be 16 or less. So 
everybody had one, as an extracurricular, they weren’t in school like they are now. 
In Margaret’s school, students were enrolled in a large ensemble, and then they could 
choose among other smaller ensembles:   
Because those kids were already in the large groups so they were doing a variety of 
music there.  We had Swing Choir, it was called that, and did pop, and things for 
musicals, and vocal jazz. So the madrigals tended to do madrigals! Although the 
madrigals also did things like the Vivaldi Magnificat and small works. 
Based on the data, the repertoire choirs sang was driven by the size of the ensemble, 
rather than the name of the choir.  So, a choir called “madrigals” was really a designation 
of size rather than repertoire. 
Rationales for choosing literature 
The participants talked about how and why they chose literature.  They talked 
about providing their singers with a breadth of musical experiences that covered several 
eras of choral music.  John talked about how he felt it was important that students 
received a breadth of experience in his program and became self-sufficient musicians by 
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learning how to read music: 
I made sure we did all eras. Because if you went through my choral program, you 
sang renaissance, you sang baroque, you sang classical, you sang romantic, you 
sang contemporary. It was part of what you did. And you learned to read. 
They also talked about covering various vocal topics like breath support, phrasing, and 
tone production.  And, finally, they all agreed that the piece had to be beautiful.   
Margaret emphasized that the music itself had to speak to her, “I probably chose pieces 
because they had lovely melodies.  I’ve always been a sucker for melodies, beautiful arcs 
of line, and the way the Renaissance composers brought to life the drama of the text just 
blew me away in the right piece” 
There were also limiting factors that led to decisions about repertoire.  John focused 
on the ranges in the piece, particularly for tenor and bass lines.  The tenor lines couldn’t 
be too high and the bass lines couldn’t go to low.  He also said that the inner voices had 
to be interesting:   
The inner voices. Because I knew that you’d hear the melody, you’d hear the top. 
I had to make sure the bass was accessible. But the inner voices, in other words, 
what was the filler, what made the sound. Too many choirs I hear only top and 
bottom. And you can control it [ensemble balance] by numbers, but you can also 
control it by the choice of literature. 
Donald focused on pieces that were harmonically more accessible for beginning choirs.  




If a piece has a lot of language, I steer away of it. So pieces with a certain amount 
of repetition, I’ve found much easier to learn (if it’s not in English). Rarely would 
I do something that had 3 verses of German all the same. I found those pieces 
harder to teach.  So the so-called easy Brahms’ piece, which are short and 
homophonic and fast, the notes might be easy, the learning of the German, I think, 
is so much more difficult if the melody is not led by the German. If the melody is 
led by the text, it’s in the long run, more interesting and easier to learn than if it’s 
three verses of a language that’s not familiar to you. 
The directors also agreed that they got to know certain composers and arrangers.  
All three participants said that they relied upon their knowledge of composers and editors 
to help in their selection process.  If they knew a name, they were more likely to take a 
look at the piece.  Donald remembered that he got to know the names of arrangers and 
whether it was worth looking at their arrangement.  John used his familiarity with editors 
and arrangers to save time, specifically remembering seeing Klein’s name in a store or 
catalog, “I would look at a piece because I knew the name. I knew Maynard, and it was a 
familiar name, and I trusted him. You probably don’t have enough time to study all the 
music carefully, you know.” 
However, Margaret remembered that just because a piece was by Wolfgang 
Amadeus Mozart doesn’t mean that it’s good: 
You can find Mozart that’s not that interesting, and you can find Mozart that’s 
knock-your-socks-off-beautiful. And I think that’s true of everything in all areas. 
And so even though I used to think all pieces by Hassler were equal, it wasn’t 
 80 
 
until I found one that wasn’t that interesting that I came to appreciate the ones that 
were! 
None of the directors were able to define how they determined the quality of a 
piece of literature.  They all seemed more concerned with what the piece would teach, 
whether it would be interesting, whether students could sing it successfully, and how it 
would balance the other pieces.  Donald talked about how he selected repertoire with the 
concert in mind: 
I think I looked for things that worked with other pieces—pieces by the same 
composer, or same genre, same topic, or something like that. Certainly seasonal. 
And in the middle of all this, you don’t get to do one one-hundredth of the great 
music that’s out there! So you’re looking for a piece for the Christmas concert, a 
piece for Festival, a piece for a church concert, and then at the end of the year 
you’ve got a whole concert-full. But you start with doable, teachable pieces, and 
then you look for something a little more challenging, a little more interesting, 
and then you build on that, and then start over again!  
 The participants chose literature to fulfill practical needs, such as programming 
for the next concert.  They discussed providing their students with a balance of 
experiences in terms of musical periods as well as vocal and musical goals.   
Piano usage 
Among the limiting factors in repertoire choice was the director’s piano skills.  
None of the participants in the study were strong pianists, and none had accompanists 
regularly play in their rehearsals.  In some cases, a professional accompanist would come 
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in two to three rehearsals before a concert.  In other cases, the teachers used student 
pianists.  Piano usage had a great impact on their rehearsal process.  Donald described 
practicing piano for three hours a day just to be able to play a decent rehearsal the next 
day.  John rehearsed a cappella exclusively.  
 Not only did piano ability impact the rehearsal process, but also it was a factor in 
literature selection.  One participant stated that she would not have chosen an octavo if 
there was no piano reduction in the score.  The use of student pianists with varying ability 
would have also limited the kinds of literature that the directors would have chosen.  
Margaret emphasized how important dealing with the piano was in her classroom: “I had 
no appreciation for what one could do with a great pianist, because my pianists were 
always students, high school students. So I was limited by that, and in many ways defined 
by it.” 
All of Klein’s editions of a cappella music included a piano reduction.  This 
would have made the editions accessible to more directors with limited or no piano skills.  
Klein’s editions of choral/orchestral works (i.e., Anton Bruckner’s Psalm 150, Felix 
Mendelssohn’s Verleih ins frieden gnadlich, Wolfgang Amadeus Mozart’s Dixit Dominus 
and Magnificat) included a piano reduction of the orchestral score.  Klein sometimes 
performed these works himself with piano or organ, rather than full orchestra (C. 
Muehlig, personal communication, November 20, 2014; R. Ingram, personal 




I asked the directors how they went about purchasing the scores that they used 
with their choirs.  Before 1975, the directors chose and purchased literature in a different 
way than they do now.  Prior to the development of the Internet, choral directors relied on 
catalogs and trips to the music store to purchase choral music.  Participants described 
going to the store and sitting down with stacks of music and playing through them on the 
piano.  Margaret spoke about how she made decisions in the store: 
So there would be boxes of madrigals or Renaissance music or something like 
that. You’d just go and pull out, 10, 15, 20 pieces, play through them, think I  like 
this, I don’t like this. We didn’t even have recordings of this yet! And make a 
decision based on that and then say to the guy, “Do you have 50 copies of this?” 
And if he said yes, that was my piece!  
Directors also purchased literature from catalogs that would be mailed directly to 
the school.  These would come from both publishers and music sellers.  Margaret 
explained her process, 
I always had catalogues. I have had a box and filing cabinet full of music since I 
was 20. I’ve just always collected choral music, and Xeroxed stuff that I liked so 
that I’d have a copy of it as a reference. I got catalogues every season from the 
publishers. They’d be sent to the school. Sometimes they’d be from the 
publishers, but they’d also be from the sellers. So for example, Carl Fischer, and 
other stores would send a catalog every summer. 
Publishers and retailers had an impact on what directors purchased for their 
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choirs.  By selling the works of composers and editors, they made pieces accessible to the 
directors.  For a work to be disseminated, it had to be published and then sold through 
retailers.  
Participant perceptions of editorial tools 
During the interviews, I showed several of Klein’s editions to the participants.  
The participants talked about what Klein did with the music and what tools they would 
have used with their own choirs.   
Donald actually sang with Klein and studied with him during his undergraduate 
degree. He talked about the philosophy that that Klein might have used in preparing the 
edition:   
These are live people (in the choir), not robots.  When you have a long note, you 
have to go somewhere with it! So he’d write in a crescendo. He thought it was 
kind of snooty to think that just because there weren’t any dynamics in a lot of 
music in this Renaissance music that they didn’t do any of that. He thought, as a 
practical matter, they’re human beings, and so there’s going to be swelling within 
a phrase, and that type of thing. 
Donald said that many of the musical ideas Klein used in rehearsal would later appear in 
his finished editions.  
I showed Klein’s edition of Giovanni Palestrina’s Sicut Cervus to the participants.  
John described how he viewed the dynamics that Klein added to the edition:   
And forte, if you start at forte forte, then you can’t crescendo. So it’s marked 
forte, and then you make a crescendo, and then mezzo piano. And the crescendo 
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starts here and goes through here, that’s huge! All of these things are in here. That 
makes it interesting. Interesting to the kids who are singing it; interesting to the 
listeners.  
Margaret focused on the biographical information that was included in many of 
Klein’s editions.  She stated that this was important since that information was not as 
readily available to directors and choirs as it is now. Not all of Klein’s editions contained 
that sort of information, but a number of them did.  
All of the directors focused on the actual layout of the editions. They noted the 
ease with which you can read a Klein score.  They said that this would have had an 
influence on which edition they would have chosen.  Donald talked about the importance 
of choirs being able to actually read the score itself: 
Well, depending on your situation of course, there’s always the possibility if you 
want to or need to that you can do it in English. The type setting is easier to read. 
Those of us that have had experience in church choirs—that’s really important! 
How big the type is, how easy to read it is. You could have the most wonderful 
piece of music in the world! But if it’s hard to decipher, man oh man you’ve got 
one hand behind your back already as far as selling it to your group.  
A good example of an improved layout is Klein’s edition of Heilig by Felix 
Mendelssohn (G. Schirmer , Octavo No. 12005) published in 1974.  Compared to the 
Breitkopf edition, (M.B. 1129) Klein’s typeface is much larger and there is more space 
between the staves.  The participants agreed that Klein’s edition would be much easier to 
work with.  Margaret went so far as to say that she wouldn’t have chosen the piece at all 
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if the Breitkopf edition were her only choice:     
The Klein edition is astoundingly easier to read, except for the fact that it’s in 12 
pages as opposed to three. So the downside is that it’s in 12 pages and you’re 
constantly turning the page, but the upside is that the notes are nice and big, the 
chords are laid out, you can see where they’re going. I mean this Breitkopf edition 
would be virtually impossible to read.  
All the participants stated that they would have used the editorial additions that 
Klein included in his editions.  They would not have gone so far as to apply those tools in 
non-Klein editions.  For example, just because a Klein edition might have a certain tempo 
marking for a Palestrina motet, a director might not have used that tempo marking in 
another edition of the motet, or even in another work by Palestrina.  Margaret borrowed 
ideas from several different sources and used Klein’s editions, as well as others, to inform 
her process. 
I would have bought a single copy of all of them and stolen from everybody. I 
might have bought this, compared my ideas about breathing to his ideas, compare 
his ideas on dynamics to my ideas, do you know what I mean? And ultimately 
made a decision based on several people’s suggestions. 
English translation 
A large part of the work Klein did in preparing each edition was to write an 
English translation that could be sung.  Klein did this to make the pieces more accessible 
to more choirs (C. Muehlig, personal communication, November 20, 2014).  Many of the 
pieces that Klein edited were previously unpublished in the United States and only 
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available in libraries in the complete works of the composers (R. Ingram, personal 
communication, January 4, 2015).  The participants agreed that Klein performed a great 
service to the choral world by providing an English translation for foreign language 
pieces.  As Donald noted, 
At that point [prior to 1975], a lot of people weren’t used to doing foreign 
languages; they were afraid of them!   By publishing so many arrangements of 
really what we now think of as standard pieces with translations so people could 
do them in English if that was their situation, needed to do that. It was such a 
service to the whole choral community to be able to have editions that if you 
could do Let Nothing Ever Grieve in German, more power to you! But, if you 
needed to do that in English it meant that your choristers could have one of the 
most sublime experiences in that little 3-minute Brahms piece. 
Margaret said that this was especially important because foreign language training 
was typically not part of choral directors’ education.  All the participants stated that this 
made the pieces accessible to a much larger group of singers and directors.  Margaret 
said, “We didn’t have all those online tools back then. And so being able to make this 
music available to people in their own language was really important.” 
Choice of edition 
I asked the participants to choose whether they would have bought a Klein edition 
over other editions with less editorial intervention.  I showed different editions of the 
same works that would have also been available at the time the Klein editions were 
published.  The participants felt that editions with heavier editing would have been useful 
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to them early in their career.  Margaret summed up what her process would have been at 
the time:   
 I would tend to know that any edition wasn’t as Victoria wrote it and that any 
edition was colored and influenced by the experience not only of the editor, but of 
all the composers between Victoria and the editor who had influenced the editor. 
And so maybe Brahms has far more influence on everything on this table than 
anybody’s willing to admit, because he did mark in all kinds of things on what 
one would call folk songs! I mean you look at these and they’re called folk songs, 
but the reality is there’s no folkish person in Hungary who’s going to sound like 
this! This is somebody who took a folk song and made art music out of it. What 
we consider to be art music. And with that, because of Brahms’s experience, 
comes a great deal of editing. And having worked with a lot of this, therefore 
Maynard Klein would be inclined to put lots of markings in the music, to guide 
the singers to a uniform performance. 
 Margaret understood that editors had a profound influence on the score and 
changed the final product.  Even though she knew that the editor may have added or 
changed the composer’s musical text, she believed that this editorial intervention would 
lead to a more beautiful performance of the piece.  This was particularly important to her 
at the beginning of her career.  Margaret said, “at that point, in the beginning of my high 
school career, yes, I would have purchased the Klein edition. Later on, I would very 
possibly have gone with a cleaner edition.”  It is interesting to note that preferences may 
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change over the course of a career.  Klein’s editions were important to her as she was 
starting out as a new choral director. 
Access and Canon 
 The availability of choral repertoire changed while the participants were active as 
teachers.  They discussed how Klein made previously inaccessible repertoire available to 
them.  They also talked about their perceptions of whether or not this impacted the canon 
of educational choral music. 
Access 
The participants speculated on why Klein chose to edit the music that he did.  
John summed it up, “Why does a person get into editing or arranging?  Because they 
can’t find it!”  Donald suggested that he did the work for his own choirs and then 
someone suggested that he publish it for others.  Both his accompanist, Carol Muehlig, 
and graduate assistant, Richard Ingram, agree with these reasonings (C. Muehlig, 
personal communication, November 20, 2014; R. Ingram, personal communication, 
January 4, 2015).  Ingram described Klein’s editorial work as a sort of “religious calling.”  
“He really believed in making the music accessible to the masses,” Ingram said. 
Klein was one of several editors who made European choral music more 
accessible in the United States.  Margaret and Donald pointed out that Klein was active 
before the early-music movement began in the United States.  They talked about how 
difficult it was to get editions of early music prior to 1975.  Donald said, “Klein’s 
editions were important because they were a first step” in providing access to the 
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repertoire.  Margaret said that prior to Klein’s editions, you had to go to Europe to find 
this literature:   
There were so many positive things about having those available where they 
hadn’t been before.  It had been really hard to even order an awful lot of this 
music because you’d have to go to Europe. A lot of American publishers weren’t 
carrying very much of it. It made it available, which was a big deal.   
Choral directors had to have access to music to rehearse it and perform it.  Klein was one 
of the people who provided that access. 
Canon 
I asked the participants to reflect on whether they thought there was a “canon” of 
choral repertoire prior to 1975.  All of them said that their early careers came at a time 
when the repertoire that choirs sang was changing.  John said that there was a good deal 
of pop music done in the classroom prior to the 1950s.   
It really wasn’t until the 50s and 60s that any of this music [Klein’s editions] got 
to be common knowledge among public school teachers who were scrambling to 
bring art as opposed to entertainment to what their kids did. Compared to the 40s, 
when you’ve got all the Mickey Rooney, glee club stuff! 
Margaret also focused on the relative “newness” of public school choral music and 
how Klein had an impact during an important era.   
When I look at this list of music that he edited, all by long-dead composers who 
could easily have been buried—public school music is a relatively recent thing. 
It’s a relatively, post-World War II kind of thing. And this is a scholar who is 
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taking great historical music and making it available to the masses, and 
particularly making it available to students, and particularly making it available to 
kids being raised in the Elvis Presley/Beatles era. Without needing to have a great 
pianist, or an orchestra, and without it needing to be done in a church. So, he and 
those who were his contemporaries brought this music, the music of history, to the 
masses after World War II. 
 According to Donald, Klein was active as an editor at an important time in choral 
education.  The repertoire that was being used in the classroom was changing (White, 
1982).  Klein, and other editors, met the demand for European art music in the choral 
classroom.  It was different than the music that was played on the radio.  Like other art 
music, the choral canon began to look and sound different than popular music after World 
War II.  According to all of the participants, Klein and his contemporaries helped to 
define the field of choral literature as it was being formed. 
The time that the editions were published were particularly important to Donald:   
He [Klein] saw that here’s an opportunity to bring some good quality music that’s 
not quite so complicated as Beethoven, that’s not as hard as Bach. That your 
choir—your community choir, your church choir, and your high school kids—
could sing that could be fun, and it’s music that nobody knows. Or not many 
people know, because this was before the early music movement. 
As Donald suggested, Klein’s output of editions was made up of music that could be 
done by small as well as large choirs.  They were accessible to a large number of choirs 
and directors, and this led to the size of their impact on the canon.  For many students 
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during this era, their first exposure to Brahms or Palestrina may have been through 
singing an edition edited by Maynard Klein. 
Summary 
 The data from the interviews revealed several important things about how they 
chose repertoire, how they perceived Maynard Klein’s editions and how they used it in 
the classroom.  The participants chose repertoire based on pedagogical as well as musical 
factors.  They looked for literature that would help them teach musical concepts.  They 
also had to think that the piece was “beautiful”.  They were limited in their choices by 
factors like range, the presence of a piano reduction and harmonic accessibility.  They 
appreciated Klein’s editions since they had a piano reduction, added dynamics and an 
English translation.  They would have utilized all of these editorial additions in their 







This study began with two questions, “Why do choral conductors choose certain 
works for their choirs, and who has an influence on that decision?”  As a choral 
conductor, I have heard many little-known pieces that I thought were equally as beautiful 
as better-known works.  However, literature on canon formation and change suggests that 
there are other factors, aside from “quality,” that determined whether a piece enters the 
canon (Weber, 1999). Scholarship can keep a work alive (Kermode, 2004) as can regular 
performance (Weber), and whether a composer was part of a dominant class (Citron, 
2000).   
In the history of choral music education in the United States, a shift in repertoire 
usage occurred in the middle of the 20th century, and choirs began to move away from 
“major” works with orchestra to shorter, a capella literature (Klein, 1950; White, 1982).  
This was due to the increase in the number of students being trained to be music 
educators (White, 1982).  In reading about canon formation, I came to see that this was a 
time that the canon was in flux and being formed (Bohlman, 1992; Kermode, 2004).  The 
music of the Renaissance found new performers and audiences in the 20th century.  The 
music of the past has been appropriated for use in the future (Bohlman, p. 204).  
However, for this to happen, editors and publishers had to find older music that fit the 
needs of choral directors and make it available and accessible to them.  
This problematizing led to the development of two research questions: 
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1. How did the editions of Maynard Klein influence choral directors at the 
time? 
2.  How do choral directors active during 1950–1975 describe how they 
selected choral literature?  What were the influences on their selection? 
To help in answering the research questions, I used Pierre Bourdieu’s concepts of 
habitus and field.  These concepts provide lenses through which educators can understand 
some of the causes and results of this canon formation and shift in repertoire.  Canon 
formation and change are not always intentional processes; sometimes they are guided 
more by chance than intention (Kermode, 2004).  Habitus and field focus on the 
unconscious processes that make up our daily practice (Maton, 2008).  It was not a goal 
of the study to change the habitus of teachers.  It was to make them aware of the 
unconscious forces that impact their practice.   
I chose Klein’s editions of choral works that he arranged or adapted for 
contemporary choirs because they cover numerous musical periods from the Renaissance 
to the Romantic, they are plentiful, they are accessible, and they were produced during 
this shift in repertoire from “major” works to a capella that occurred American choral 
music and music education. 
The Field and Choral Repertoire 
 The field of educational choral literature is constantly changing (Mayhall, 1994), 
and this change is dictated by human agents who define the boundaries (Thomson, 2008).  
Through his editions, Klein helped to define what these boundaries were during the 
middle of the 20th century.  By simply choosing one piece over another to edit, Klein 
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made certain works accessible to choral directors at a time when access was limited to 
what was sold in a music store or through a publisher’s catalog.   
 The choral canon and the field are closely aligned, yet they are not the same.  
Klein’s editions had an impact on both.  A canon is a rule (Kermode, 2004); some music 
is inside the canon and some is outside. A piece of music can also be a part of multiple 
canons.  For example, Mendelssohn’s Heilig is sung by both educational and church 
choirs.  It is a part of both canons.  A piece of music that is outside one canon can also be 
inside another. Bourdieu’s concept of field takes into account that there are human agents 
that all have an interest in taking various positions (Thomson, 2008).  “The field is 
autonomous and has its own rules which must be obeyed by any aspiring literary figure, 
but it also overlaps the semi-autonomous subfield made up of agents such as publishers, 
editors, distributors, critics and booksellers” (Macey, 2000, p. 178).  Klein was one part 
of that subfield of publishers and editors that influenced the canon.   
Klein was in a unique position to influence both the canon and the field for many 
reasons.  The early music revival began in the United States in the 1950s (Echols & 
Coldwell, 2013).  The establishment of undergraduate and graduate level music degrees 
and the publication of a large number of early-music editions drove the early music 
revival.  Klein was active at a time before the movement impacted choral directors.  The 
interview participants stated that Klein was active as an editor of choral literature at the 
time the canon was changing.  The participants in the study trusted Klein as an authority. 
He worked with that authority to change the canon of choral literature by introducing 
works to U.S. directors in accessible editions.   
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As suggested in Chapter 4, to make the works accessible to a larger audience of 
choral directors, Klein edited the works that he chose heavily.  Klein added dynamics, 
tempo indications, barlines, elision marks, phrase marks, English translations, piano 
reductions and biographies to the pieces he edited.  One of the directors who I 
interviewed, Margaret, remarked that all of Klein’s editions “looked like Brahms,” even 
if they were from the Renaissance. In other words, he added many edits and made these 
works look like scores that were more representative of music of the Romantic era.   
These edits made the works appear more familiar to the choral educators who were the 
participants in this study.  
All three participants in the study stated that they would have chosen Klein’s 
editions over other editions with less editorial intervention.  The participants in the study 
didn’t take a choral literature class until their graduate study. Out of the three participants, 
Donald was the only one that said that his undergraduate training introduced him to 
smaller works appropriate for a range of choral ensembles.  Margaret’s training was 
focused on single-gender music written for the Roman Catholic Church and John sang a 
number of major works with orchestra.  This means that the editions themselves had an 
influence on the field, since the participants had a relatively limited experience with 
literature prior to their teaching. 
Viewing educational choral literature as a field in the Bourdieusian sense allows 
for the positions taken by both the participants in this study and Klein to be analyzed.  
The participants were influenced by the editorial decisions that Klein made. Klein’s 
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editorial work changed the repertoire these participants chose, and possibly the field of 
educational choral literature. 
Habitus 
 Habitus is social actors’ unconscious ways of thinking and acting.  Maton (2008) 
relates habitus to personal history, saying it is how human beings bring history forward 
into our lives and “make choices to act in certain ways and not others[…]we are engaged 
in a continuous process of making history, but not under conditions entirely of our own 
making” (p. 52). There are two levels of habitus that I explored in this study.  The first 
level is articulated in the research question: What impact did Klein’s editions have on the 
habitus of the participants.  The second is the habitus of Klein himself.  What conditions 
led him to edit the pieces in the way that he did? 
Habitus and the Participants 
 In the interviews that I conducted, the participants were not able to articulate how 
they determined whether a work was of high quality or not.  What they were able to do 
was point to specific editorial tools that they would have found helpful and that may have 
influenced whether they bought one piece over another.  For example, Margaret said that 
she would have chosen the Klein edition over another edition without as much editorial 
intervention: ‘This would have been the one I would have gone for [Klein’s edition of 
Mendelssohn’s Heilig]. It’s got the reduction, it’s got the help, it’s got all the stuff you’re 
not supposed to have. And that’s why I like it.”  Margaret knew that Klein’s edition was 
not the cleanest edition, but she still would have chosen it because it would have been 
useful in the classroom.   
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Klein’s editorial work influenced the purchase decisions of the participants.  The 
participants named three things that Klein included in his editions that would have made 
them choose the piece: a singable English translation, a clear layout, and a piano 
reduction.  In chapter 4, I compared Klein’s editions to others that were available with 
these factors in mind to determine the work that Klein actually did in his editions.  Based 
on that comparison and the reporting of the participants, these factors would have 
influenced the purchase decisions of the participants.  The participants were shown the 
scores that I analyzed in chapter 4.  When I asked them which one they would purchase, 
they uniformly chose Klein’s edition.  Margaret said that the Klein edition of 
Mendelssohn’s Heilig was “astoundingly easier to read” than the Breitkopf edition of the 
same work.  John said that he would have chosen Klein’s edition of Jannequin’s Au joly 
jeu because it had all the “stuff that you aren’t supposed to have,” such as dynamic 
markings and an English translation.   
The work that Klein did impacted the habitus of the participants in several ways, 
including making it available to purchase and the inclusion of usable tools in the 
classroom.  Klein influenced their purchase decision by choosing to make the work 
accessible in the first place.  He then provided editorial tools that made participants 
choose the edition over another available edition.  Then, participants used these tools in 
rehearsal and performance.  The data from the interviews suggests that these purchase 
decisions were not always conscious.  Rather, they can be seen as the workings of the 
individual habituses.  This means that the decisions a teacher makes can be influenced by 
the agents that impact a habitus, such as the editor or publisher (Macey, 2000). 
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 It takes time for habitus to change, if it changes at all. Although the participants 
suggested that his editions made the music more accessible, reviewers had problems with 
some of Klein’s editions at the time that they were published.  The reviewers criticized 
Klein’s editions for over-editing and stated that his English translations were 
“inadequate” (Poston, 1967).  It is worth noting that Poston was an English composer, not 
a practicing choral director.  The participants, all practicing teachers, did not share this 
opinion, and they would have used Klein’s editorial tools as well as his English 
translations.  In a study about working-class students in higher education, Reay (2012) 
demonstrated that changes in habitus require intent to change and time.  The data from 
this study also suggests that is the case.  It is also possible that there is a difference in the 
habitus of performers and educators.  Reviewers looking at Klein’s editions when they 
were published were not writing as educators or for educational journals.  Rather, they 
were looking at the editions from a performance perspective.  The participants in the 
study were evaluating the editions on how they would be used for rehearsal and 
performance in the school environment.  The underlying assumptions would be different. 
 While the educators found Klein’s editions helpful, the data from the interviews 
also suggest that an editor can impact practice without teachers knowing about it.  All 
three of the participants would have used Klein’s editorial tools in the rehearsal and 
performance of the pieces that Klein edited.  They may not have transferred Klein’s 
editorial ideas to other works by the same composer or from the same period, but the 
participants reported that they would have used the tools if they were printed in the 
edition.  John talked about the crescendos and diminuendos that Klein added in his scores 
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and how he would have performed them with his choirs: “I’d follow the score simply 
because the music needs variance. I’m a person who believes in this. All of these things 
are in here. That makes it interesting. Interesting to the kids who are singing it; 
interesting to the listeners.” 
The musical text had an influence on the habitus of the participants in the study.  
During the interviews, participants reported that they would have followed the editorial 
directions in the score, or at least have considered them for rehearsal and performance.  
This attitude fits with the view that the score documents the thoughts of the composer.  
Boorman (1999) points out that fidelity to the musical text is an idea developed in the 
Romantic period by composers and composer/conductors.  Prior to this period, 
composers expected performers to take greater freedom in the performance of their works 
(Haynes, 2007).  Participants in the study took their Romantic view of the score as 
accurate and applied it to music that was not written with this expectation.   
 An analysis of the habitus of the teachers helped to answer a question that arose 
out of the interview data.  Why would teachers and students need all of these editorial 
additions, such as dynamics, phrase marks, and tempo indications?  Donald commented 
that students are “live people, not robots” and so they would have naturally sung a 
crescendo, even though one was not written into the score.  There is an inherent 
contradiction in that statement.  If students weren’t robots, why would they need an editor 
to write in the crescendo for them?  Was Klein merely writing down what he thought was 
a natural practice among singers, or was he rather instructing singers in how to sing the 
work musically?  If one examines the habitus of the performers, an answer begins to 
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emerge.  A possible reason that students would “naturally” sing with dynamic variation is 
because they were taught to do that at one point in their musical life.  If singing with 
dynamic variation was taught early on, it could have been a part of a students’ habitus.  
 The habituses of students and their teachers may be different, since they come 
from different educational backgrounds.  Donald pointed out that layout was important in 
how a choir perceived the work.  He said that if a piece was difficult to read—for 
example if the print was too small, or poorly laid out, he could have difficulty “selling” it 
to his students.  This statement raised another important question, why would it be 
necessary for a teacher to convince a student to learn a piece of music? Using the 
language of Bourdieu, the habituses of the students and teachers are different. Bourdieu 
(1990b) describes habitus as “the product of social conditionings, and thus of a history” 
(p. 116). In other words, current practice is the result of past experience.  Like most 
conductors, Donald believed that some choral repertoire is better than others.  His 
preferences are based on his past experiences.  This became apparent when he said that 
he “got to know some of the names of arrangers and whether it was worth looking at their 
arrangement.”  In this example, Donald’s habitus created a dissonance with the habitus of 
his students. Reay (2012) argued, it is through this dissonance that the habitus can be 
changed.   Therefore, in this case, the clean layout of Klein’s edition was used as a tool 
by Donald to change the habitus of his students.  Donald’s habitus was a product of his 
own history, which was changed by it’s own dissonance with the habitus of his teacher, 
and like the teacher in Wright (2008), Donald’s habitus impacted the curriculum.   
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Klein’s habitus and field 
 The work that Maynard Klein did as an editor impacted the habituses of the 
participants in the study.  In chapter 2, I reviewed the historical conditions in which Klein 
worked as an editor.  In summary, the materials of choral music education underwent a 
shift during the mid-20th century.  New choirs were being formed that focused on more a 
capella literature and less on major works with orchestra (Decker, 1973). Choirs formed 
at Westminster Choir College and St. Olaf College had an influence on ensembles 
throughout the country (Swan, 1973), both in tonal preference and repertoire choice. 
Choral singing began to take on a more serious place in the university curriculum.  One 
of the participants in the study, John, said that choirs were also moving away from 
“Mickey Rooney, glee club stuff” and needed more serious literature to perform.  This is 
in alignment with the academization of choral music described by White (1982). 
 Interview participants provided several theories regarding Klein’s habitus.  When 
I asked the participants to speculate on why they thought choirs and their repertory 
changed, they contradicted themselves.  Donald said that Klein edited the pieces that he 
did because Klein wanted to use them with his own choirs. Carol Muehlig and Richard 
Ingram, both of whom told me that Klein used his own editions in rehearsal and 
performance, supported this view (Muehlig, 2014, Ingram, 2015).  However, both Donald 
and John also said that Klein viewed creating access to the editions as a sort of “religious 
calling.”  Nancy Klein, Maynard’s widow, said that he felt that the choral world needed 
access to the music that he edited since it was practical for smaller choirs (Klein, 2014).  
The material condition underlying this feeling was a lack of literature for choirs that were 
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changing.  This might suggest that Klein edited pieces based on his own teaching needs.  
The choices that Klein made, in turn, influenced the types of pieces that educators in high 
schools performed.  It is also important to note that Klein himself as well as all three 
participants were employed as church musicians at some point in their career.   
 The choirs that Klein conducted influenced his editorial career.  Klein’s editorial 
catalog shows several trends: 
1. He edited a number of pieces for women’s choirs.  There are not an equivalent 
number of his editions for men’s choirs.   
2. The largest number of pieces were originally in foreign languages (Italian, Latin 
or German).   
3. Most of the works that Klein edited are short (under 5 minutes) and do not require 
large choral or instrumental forces.   
Looking at Klein’s career, one can see that these editions would have been of practical 
use to Klein himself.  Beginning in 1937, Klein conducted a women’s chorus at Tulane 
and he continued to direct women’s choirs at the University of Michigan and Interlochen.  
Klein often conducted large works with orchestra, but he also conducted chamber choirs 
and church choirs throughout his career.  The participants all pointed out how important 
small works in the “standard” languages were to them in their choirs.  Klein conducted 
similar choirs himself, and would have found these smaller works equally useful since he 
did not always have access to an orchestra and had limited rehearsal time (R. Ingram, 
personal communication, January 4, 2015).  This is the experience that “shaped the 
unconscious sense of the possible” (Maton, 2008, p. 58).  Klein’s editions then went on to 
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influence the habitus of other conductors.  This is an example of what Bourdieu calls a 
“self-structuring structure” (Bourdieu, 1990b, p. 53). 
 It is impossible to determine Klein’s editorial intent, but one can speculate that he 
edited in the way he did so that directors would actually buy his editions.  Marek (1993) 
suggests that editors are hired for one reason: to make money for the publisher.   
Margaret, however, disagreed with that assertion: 
And that’s probably the kind of thing Klein was criticized for by people who, I 
think, misunderstood what he was trying to do. I think what he’s added here, 
some people could say he did all this because that’s what made it an edition. 
That’s what they used to say when we were in grad school—these people just do 
all this kind of stuff because they can take a piece that’s readily available and add 
all these things and they call it an edition and make a lot of money. I have a sense 
that this is what he did with his own singers, and then somebody said ‘You need 
to put that out there for other people to see, to use, and therefore this is what he 
did’ 
If Klein was not motivated by a commercial interest, he could have been 
motivated by other factors that the participants mentioned.  Donald suggested that Klein 
wanted to provide access to literature that was previously little-known: 
He saw that here’s an opportunity to bring some good quality music that’s not 
quite so complicated as Beethoven, that’s not as hard as Bach. That your choir—
your community choir, your church choir, your high school kids—could sing that 
could be fun, and it’s music that nobody knows. Or not many people know. 
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Because this was before the early music movement began in the U.S. 
Klein’s student, Richard Ingram, went so far to suggest that Klein felt a “religious 
calling” to get this music out to the “masses”.  Even though Klein was a church musician 
throughout his life, it seems his motivation to provide access to the music that he edited 
was not motivated by a religious impulse.  Of the 134 total editions he edited, 55 are 
secular, and not sacred.   
Klein’s editorial habitus was a product of the time and background in which he 
worked.  Donald pointed to several societal and musical conditions that impacted Klein’s 
habitus. First, Klein was active prior to the early music movement began in the United 
States.  Second, choirs needed music that they could sing without a lot of rehearsal. 
Third, many choir directors were not familiar with a capella literature.  In addition to the 
conditions pointed out by Donald, I would also add that there was a pervasive Romantic 
ideology present in musical life prior to the early music movement (Haynes, 2007). The 
characteristics of the Romantic ideology included flexible tempo and large dynamic 
contrasts (Haynes).  Haynes goes on to point out that the general musical public was 
unaware that these ideas were so pervasive.  The Romantic period also saw a decline in 
oral transmission of music and more of a reliance on printed manuscript (Citron, 2000).  
This development led to a view that it was the duty of performers to reproduce “the 
work” exactly as the composer had written it.  The piece of music itself had become 
autonomous. 
Following World War II, several larger trends in religious life impacted Klein’s 
habitus.  Religious music always has had a firm place in the repertories of choirs.  This 
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only increased as churches grew following the war (Smith, Brawley, & Orr, 2012).  
Church music was also a focus of university training at schools like Westminster Choir 
College and St. Olaf College (White, 1982).  Overall, the quality of church music in 
America improved during this period (Smith et al., 2012).  Klein himself was active as 
the conductor of a church choir during his career and these larger trends in church music 
would have impacted his work.  
Klein was also active during a time when music began to gain an established 
place in higher education.  Graduate programs in music were established following World 
War II (Mark & Gary, 2007).  This led to an increase in the quantity and quality of 
research in music.  The first DMA program in Choral Conducting was instituted at the 
University of Illinois in 1958 (Latimer, 2007).  This was closely followed by the 
development of graduate choral conducting degrees in other universities, including the 
University of Michigan, where Klein worked. 
The aesthetic education movement also began to gain a foothold in American 
music education during this period.  Several books were written in the late 1950s and 
early 1960s that exposed music educators to aesthetics (Mark & Gary, 2007).  This 
culminated with the work of Bennett Reimer and the publication of his book, A 
Philosophy of Music Education, in 1970.  One of the aims of the aesthetic education 
movement was to make music study legitimate in school through the serious study of 
music, particularly Western art music (Jorgensen, 1994). 
Klein’s habitus was undoubtedly a product of the larger societal forces of the 
growth in religious choral music, the academization of music as a discipline and the rise 
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of aesthetic education.  The vast majority of Klein’s editions were sacred and could be 
done by average, or smaller-than-average, church choirs.  The composers whose music 
Klein edited were part of the Western art music tradition and would have found a place in 
a curriculum influenced by the aesthetic movement.  Klein himself taught at the 
university level and would have been well acquainted with the needs of college choirs.   
 As an editor, Maynard Klein was a link in the chain between composer and 
performer.  The decisions that Klein made to edit the works that he did changed what 
literature was available to teachers for rehearsal and performance.  Klein heavily edited 
the works that he chose and, according to the participants, this made it attractive for 
teachers to choose his editions.  Klein’s work as an editor may have influenced what 
teachers chose for their classrooms as well as how they performed the music.  The 
teachers were not always conscious of these factors and how they impacted their practice.  
Klein and the Educational Choral Canon 
 The data from the interviews revealed that Klein helped to define the field of 
educational choral literature as it was being formed.  Margaret and John both talked about 
how the repertoire that was sung in school choirs changed in the 1940s and 1950s. Klein 
himself (1950) argued that this period was one of great change in school choirs and that 
the repertoire moved toward smaller, a capella literature and away from major choral-
orchestral works.  Klein called the development of a capella choirs “blitz like,” since so 
many choirs were started in such a short amount of time.  White (1982) attributes this to 
the founding of the American Choral Directors Association and the development of 
graduate programs in choral conducting.  The participants all reported that they sang 
 107 
 
different repertoire when they were in school than what was available to them as teachers.  
John said, “it really wasn’t until the 50s and 60s that any of this European music got to be 
common knowledge among public school teachers who were scrambling to bring art as 
opposed to entertainment to what their kids did.”  Klein was an important link in the 
chain of making European choral music accessible to American choral directors. 
 The participants suggested that Klein’s editorial work impacted whether choral 
directors would choose a piece or not.  For example, when I showed Margaret two 
editions of Mendelssohn’s Heilig, she stated that if the Klein edition were not available, 
she would not have selected the piece at all 
 There are a number of factors that determine whether a work will enter the canon.  
As an editor, Klein had discretion over a number of these elements.  Weber (1999) argues 
that both length and instrumentation have a large influence on whether a work is 
canonized.  The data from the interviews I conducted points to other factors, such as the 
layout of a work, the inclusion of a piano reduction, and English translation as being 
important.  An editor can have an influence on these factors, and Klein’s supervisor at 
GIA Publishing, Robert Bastiani, confirmed that Klein did indeed determine the content 
and layout of his editions.   
 Accessibility, repertoire and canon are all interrelated.  A teacher has to be able to 
have access to the piece itself before they can select it for performance.  It then enters the 
performing repertory and may become part of the canon.  The inclusion of a work in the 
canon has an impact on the habitus of those who experience the work, whether they are a 
listener or a performer. Canons function as a way of organizing what music is viewed as 
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legitimate by teachers and what music is not.  They govern the “behavior of those within 
a discipline” (Bohlman, 1998, p. 201).  Accessibility of repertoire, and the tools that 
make it accessible, are influential in the formation of the habituses of performers, and 
then the canons that those performers help to form.  Klein was one of editors that made 
music accessible and in a form that was usable by teachers, and therefore, influenced the 
habituses of the participants in the study as well as the educational choral canon itself. 
Implications for Music Education 
 Bourdieu (1990c) argues that to understand practices we need to understand both 
the field that agents are situated in as well as the habituses that those agents bring to the 
field. The goal of this study was to understand that which lies underneath teachers’ 
practice.  What influences a teacher’s decision about materials, and who has an influence 
on that decision?  
 Several writers have argued that this decision is an important one.  Apfelstadt 
(2000) stated that repertoire choice is the most important decision a music educator 
makes before entering the classroom.  Apple (1993) argued that textbooks, which are 
analogous to the repertoire music educators choose, help to “set the canon of 
truthfulness” (p. 49). In other words, the repertoire that choral directors select helps to 
determine what is considered acceptable music.  In the choral classroom, repertoire 
selection can have an impact on students’ musical preference (Gembris, 2002).   Several 
“well-respected” choral directors have argued that choral directors select “quality” 
literature (see Dehning, 1997).   
 The data from this study suggest that there are numerous influences that impact a 
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teacher’s decision about materials.  It is possible that only some of these factors are based 
on musical judgments.  The participants’ purchase decisions were also influenced by 
accessibility, layout, and the inclusion of an English translation and piano reduction.  
These are all the product of the work an editor, publisher, and composer.   
 Teachers should be clear about why they are selecting repertoire for rehearsal and 
performance so that their students are not unduly influenced by outside agents.  Educators 
and students should become aware that repertoire is not selected based on purely musical 
reasons.  Students could also be allowed input in repertoire selection.  They could 
examine several editions of the same piece, or try different editor’s ideas in rehearsal.  
This could be a way to move toward a more student centered learning experience as 
suggested by Blair (2009).  This would create a more transparent process in the selection 
of materials so that everyone would know who had an influence on these decisions. 
 It is certainly possible that choral directors select repertoire purely for 
pedagogical reasons.  Donald suggests that in saying that he chose literature to work on 
“weaknesses rather than strengths.”  Margaret and John both referred to choosing 
literature to give students a balance of musical periods.  Repertoire can certainly be 
selected for educative reasons, as shown in the interview data.  However, even if directors 
select music based on a pedagogical basis, there is still a large amount of repertoire from 
which to choose.  How does a director decide which Brahms motet they are going to 
choose?  That is where the director’s habitus becomes an important factor.  To go back to 
the original question, how does a director decide that one motet is more suitable than 
another?  The interview data suggests that directors were influenced by what was made 
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available to them and in what format.  A work had to be accessible, and this meant that 
directors felt that they could perform the work successfully with their choirs.  The tools 
provided by Maynard Klein helped make those pieces he edited accessible to directors. 
Directions for Future Research 
 The canon of educational choral literature has not been formalized.  Several books 
on choral literature (see Ulrich, 1972, Schrock, 2009) try to define the boundaries of the 
canon, but they do not focus on literature that was being performed in the classroom.  
There are also countless lists of recommended repertoire for choirs of various types that 
are published by the American Choral Directors Association (see the ACDA website at 
www.acda.org).  These are helpful to choral directors, particularly directors that are new 
to the profession.  However, the influence of the canon on the practice of directors has 
not been studied.   Studies in literature and education point to the importance of materials 
in curriculum development (see Apple, 1993 for an overview), but choral curriculum 
development remains an under-studied area.  For example, researchers have not 
examined whether the words that choirs sing influences belief, or whether a student’s 
musical preference can be changed by the repertoire used in school. 
 There are numerous other influences on educational practice that the participants 
mentioned in their interviews.  Margaret and Donald both talked about the proliferation 
of choral recordings during the 1960s and 1970s, and how that changed what literature 
they knew and chose for their choirs.  All three participants talked about how they heard 
choirs sing literature at conventions and then bought the pieces for their own choirs.  
How do recordings influence canon and the habitus of music educators? 
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 There have been studies on the influence of host teachers on their student teachers 
(for an overview, see Rideout and Feldman, 2002).  However, none of these studies have 
examined the influence that a host teacher has over the materials that a student teacher 
uses in practice.  Both Margaret and Donald talked about how their host teacher 
introduced them to new choral literature.  How do cooperating teachers influence canon 
and the habitus of student teachers and early career music educators? 
 Finally, other agents in the chain of composer to publisher should be studied.  
What is the role of the publisher in determining what pieces become available?  Are there 
other gatekeepers that determine what gets published and what does not?   
Summary 
Through interviews with directors active prior to 1975, it is possible to come to 
the conclusion that Klein’s work as an editor influenced the development of the musical 
canon for two main reasons.  First, according to the participants, Klein was active at a 
crucial time in the development of the canon.  Second, Klein provided editorial tools that 
they would have found useful in their teaching.  The participants uniformly observed that 
the educational choral canon was in a formative stage prior to 1975.  Klein’s editions 
were produced as the canon was being established and helped to define the field of 
educational choral literature.  The directors in the study viewed Klein’s editions as being 
important for the time that they were produced.  Participants would have chosen Klein’s 
editions because they were available and had tools that would have helped their teaching.   
 Klein’s editions had a significant impact on choral directors active prior to 1975.  
According to participants, Klein made previously inaccessible material available to 
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American directors through his editions.  The editorial tools that Klein provided helped 
directors in the classroom by giving ideas about how to perform the piece.  This was 
important in an era before recordings of choral music were omnipresent.   The tools, 
including English translations, influenced which pieces directors bought for their choirs 
to rehearse and perform.  Klein’s editions were produced at an important time in 
American choral music and helped to form the educational choral canon.  
As an editor, Maynard Klein had an effect on the field of educational choral 
literature by making certain music available in an accessible format.  He also had an 
impact on the practice of choral directors by editing choral music in a way that provided 
directors with his idea of how a work could be performed.  Directors who were active 
prior to 1975 used these editions in their classrooms and would have chosen Klein’s 
editions over others that were available at the time.  Klein changed the educational choral 










To facilitate our note-taking, I would like to audio tape our conversations today. Please 
sign the release form.  Essentially, this document states that: (1) your participation is 
voluntary and you may stop at any time if you feel uncomfortable, and (2) we do not 
intend to inflict any harm. Thank you for your agreeing to participate. 
 
We have planned this interview to last no longer than one hour and thirty minutes. During 
this time, we have several questions that we would like to cover. If time begins to run 





You have been selected for this project because you were active as a choral director 
during 1950–1975 and you have a wealth of information about choral literature selection 
practices from that time.  My research project focuses on the impact that an editor might 
have had on what choral pieces were selected for rehearsal and performance.  I am 
particularly interested in Maynard Klein and his editions, since he was such a prolific 
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editor active during the period.  I do not intend to evaluate your selection practices or the 




Can you tell me about your formal education and training to be a choral director? 
 
Where were you professionally active as a director before 1975? 
 
Describe the choirs that you directed during that period, including voicing and age-range. 
 
Did you have a choral literature class in college?  What do you remember from that 
course? 
 
What were some favorite works that you sang when you were in high school and college 
choirs?  Do you remember doing smaller scale compositions like madrigals and motets? 
 
Do you think there was a “canon” of standard choral literature that was used at the time?  
What works made up that canon? 
 
Choral Literature Selection: 
 
What were some of your favorite pieces that your choir sang during this period?  Why did 




What were the popular pieces other choirs sang during this time?  Did your choirs sing 
some of these as well? 
 
I am interested in the process that you used before the availability of the internet and cd’s 
to select and purchase literature for your choirs.  How did you found out what literature 
was available for purchase?   
 
Describe the criteria that you used to determine what literature you would select for your 
choirs. 
 




Earlier, I sent you a list of Klein’s editions that he completed before 1975.  Do you recall 
selecting any of those pieces?  Which ones? 
 
What do you remember about rehearsing or performing those editions? 
 
Did you rehearse or perform any of those compositions in other editions?   
 
I have a few of Klein’s most popular editions with me as well as other editions of the 
same works that were available at the time.  As you can see, Klein added dynamics, 
barlines, and English translations to his editions.  How did you use the editorial tools that 
 116 
 
Klein added to the compositions?  Did you follow utilize his expressive markings or use 
his English translation?   
 
If given a choice between a “clean edition” and one of Klein’s, which would you have 
chosen?  Why? 
 
How did Klein’s editorial tools (particularly the addition of dynamics and tempi) 
influence other pieces you may have performed from the same period?  For example, if 
you were performing from an edition that didn’t have dynamics added, would you shape 
phrases in the way that Klein did in some of his editions? 
 







CATALOG OF THE EDITIONS OF MAYNARD KLEIN 
 
Berlioz, Hector Le ballet des ombres Romantic 1978 G. Schirmer 
Brahms, Johannes Zigeunerlieder (1973 edition) Romantic 1973 G. Schirmer 
Brahms, Johannes Zigeunerlieder (1952 edition) Romantic 1952 Boosey and 
Hawkes 
Brahms, Johannes O schone Nacht op. 92 n. 1 Romantic 1971 G. Schirmer 
Brahms, Johannes Abendlied Romantic 1971 G. Schirmer 
Brahms, Johannes Sehnsucht Romantic 1971 G. Schirmer 
Brahms, Johannes In stiller Nacht Romantic 1969 G. Schirmer 
Brahms, Johannes Von edler art Romantic 1980 G. Schirmer 
Brahms, Johannes Nachtens Romantic 1971 G. Schirmer 
Brahms, Johannes Nachtwache Romantic 1966 G. Schirmer 
Brahms, Johannes Herr, wie lange willst du mein so 
gar vergessen 
Romantic 1969 G. Schirmer 
Brahms, Johannes Im Herbst op. 104 Romantic 1966 G. Schirmer 
Brahms, Johannes Warum Romantic 1971 G. Schirmer 
Brahms, Johannes Spatherbst op. 92 n. 2 Romantic 1971 G. Schirmer 
Brahms, Johannes Lass dich nur nichts nicht dauren Romantic 1972 G. Schirmer 
Brahms, Johannes Ich aber bin elend Romantic 1972 G. Schirmer 
Brahms, Johannes Four Gypsy Songs op. 112 Romantic 1952 Boosey and 
Hawkes 
Brahms, Johannes Bei nachtlicher Weil Romantic 1969 G. Schirmer 
Brahms, Johannes Herr, wie lange willst du mein so 
gar vergessen 
Romantic 1969 G. Schirmer 
Brahms, Johannes Ach, arme Welt Romantic 1972 G. Schirmer 
Brahms, Johannes Four songs for chorus of mixed 
voices, op. 104 
Romantic 1966 G. Schirmer 
Brahms, Johannes Fahr wohl Romantic 1980 G. Schirmer 
Brahms, Johannes Letztes Gluck Romantic 1966 G. Schirmer 
Brahms, Johannes Brausten alle Berge Romantic 1966 G. Schirmer 
Brahms, Johannes Die wollust in den Maien Romantic 1969 G. Schirmer 
Brahms, Johannes O schone Nacht Romantic 1971 G. Schirmer 
Brahms, Johannes Warum Romantic 1968 G. Schirmer 
Brahms, Johannes Wenn wir in hochsten Noten sein Romantic 1972 G. Schirmer 
Bruckner, Anton Psalm 150 Romantic 1969 G. Schirmer 
Bruckner, Anton Psalm 112 Romantic 1971 G. Schirmer 
Bruckner, Anton Christus factus est Romantic 1966 G. Schirmer 
Cornelius, Peter The Three Kings Romantic 1988 G. Schirmer 
Costeley, Guillaume Sus, debout gentilz pasteurs Renaissance 1971 G. Schirmer 
Croce, Giovanni Cantate Domino Renaissance 1966 G. Schirmer 
Croce, Giovanni O vos omnes Renaissance 1966 G. Schirmer 
Croce, Giovanni Exaudi Deus Renaissance 1973 G. Schirmer 
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Croce, Giovanni Exaudi Deus Renaissance 1973 G. Schirmer 
Czajanek, Victor Weihnacht, wie mist so schon!  1972 G. Schirmer 
Distler, Hugo The Christmas story 20th 1967 Concordia 
Distler, Hugo Lo! How a rose e'er blooming 
from “The Christmas Story” 
20th 1967 Concordia 
Donato, Baldassare Chi la gagliarda Renaissance 1970 G. Schirmer 
Eccard, Johann Christ ist erstanden Baroque 1966 G. Schirmer 
Eccard, Johann O lamb of God most Holy Baroque 1965 G. Schirmer 
Gabrieli, Giovanni Lieto godea sedendo Renaissance 1966 G. Schirmer 
Gabrieli, Giovanni Angelus ad pastores Renaissance 1942 J. Fischer & 
Bro. 
Gabrieli, Giovanni Cantate Domino Renaissance 1967 Concordia 
Gabrieli, Giovanni Angelus ad pastores Renaissance 1937  
Gabrieli, Giovanni Mottetto a 12 voci Renaissance  Ricordi 
Gastoldi, Giovanni Il bell 'umore Renaissance 1967 G. Schirmer 
Gevaert, F.A.  Cantique de Noel Romantic 1967 G. Schirmer 
Gevaert, F.A.  Le message des anges Romantic 1967 G. Schirmer 
Gumpetlzhaimer, 
Adam 
Von Himmel hoch, da komm ich Renaissance 1985 GIA 
Handl, Jacob Ecce quomodo moritur justus Renaissance 1968 G. Schirmer 
Hassler, Hans Leo Hodie Christus natus est Renaissance 1990 T. Presser 
Hassler, Hans Leo verbum caro factum est Renaissance 1974 G. Schirmer 
Ingeneri, Marco 
Antonio 
Caligaverun oculi mei Renaissance 1970 G. Schirmer 
Ingeneri, Marco 
Antonio 
Tenebrae factae sunt Renaissance 1969 G. Schirmer 
Ingeneri, Marco 
Antonio 
Behold how the righteous perish Renaissance 1967 Neil A. Kjos 
Janequin, Clement Au joly jeu Renaissance 1970 G. Schirmer 
Janequin, Clement Petite nymphe folastre Renaissance 1970 G. Schirmer 
Josquin, des Prez Ecce tu pulchra es Renaissance 1973 G. Schirmer 
Lasso, Orlando di O bella fusa Renaissance 1965 G. Schirmer 
Lasso, Orlando di Domine quid multiplicati Renaissance 1942 J. Fischer & 
Bro. 
Lasso, Orlando di Io ti voria Renaissance 1965 G. Schirmer 
lasso, Orlando di Valle profonda Renaissance 1950 Boosey and 
Hawkes 
Lasso, Orlando di Tutto lo di mi dici “Canta” Renaissance 1972 G. Schirmer 
Lasso, Orlando di Un jour vis un foulon qui foulait Renaissance 1970 G. Schirmer 
lasso, Orlando di S'io fusse ciaul Renaissance 1972 G. Schirmer 
Lasso, Orlando di Hodie apparuit Renaissance 1971 G. Schirmer 
lasso, Orlando di Let us flee this wild desire Renaissance 1970 G. Schirmer 
Lasso, Orlando di Ich waiss mir ein Meidlein Renaissance 1972 G. Schirmer 
Lasso, Orlando di O occhi manza mia Renaissance 1979 G. Schirmer 
lasso, Orlando di Laughing, singing all the Day 
long 





Jubilate Deo Renaissance 1973 G. Schirmer 
Mendelssohn-
Bartholdy, Felix 
Laudate pueri dominum Romantic 1985 G. Schirmer 
Mendelssohn-
Bartholdy, Felix 
Heilig Romantic 1974 G. Schirmer 
mendelssohn-
Bartholdy, Felix 
Verleih uns Frieden genadiglich Romantic 1974 G. Schirmer 
Monteverdi, Claudio Hodie Christus natus est Baroque 1971 G. Schirmer 
Mozart, W A Litaniae Lauretanae K. 109 Classical 1974 G. Schirmer 
Mozart, W A Dixit Dominus and Magnificat Classical 1972 G. Schirmer 
Mozart, W A Ecco quel fiero instante K. 436 Classical 1972 G. Schirmer 
Mozart, W A Mi lagnero tacendo K. 437 Classical 1972 G. Schirmer 
Mozart, W A Luci care, luci belle Classical 1972 G. Schirmer 
Palestrina, Giovanni 
Pierluigi 
Sicut Cervus Renaissance 1978 GIA 
Palestrina, Giovanni 
Pierluigi 




Alma Redemptoris mater Renaissance 1974 G. Schirmer 
Palestrina, Giovanni 
Pierluigi 
O vos omnes Renaissance 1966 G. Schirmer 
Palestrina, Giovanni 
Pierluigi 
Alma Redemptoris mater Renaissance 1974 G. Schirmer 
Pepping, Ernst The morning star on high is 
glowing 
20th 1968 Concordia 
Perti, Giacomo 
Antonio 
Adoramus te Baroque 1974 G. Schirmer 
Perti, Giacomo 
Antonio 
Adoramus te Classical 1969 GIA 
Praetorius, Michael Der Morgenstern Baroque 1985 GIA 
Praetorius, Michael Psallite unigenito Baroque 1978 GIA 
Richafort, Jean Ecce quam bonum Renaissance 1978 G. Schirmer 
Rosenmuller, Johann A prayer for today Baroque 1970 G. Schirmer 
Schein, Johann 
Hermann 
Let all together praise our God Baroque 1988 GIA 
Schubert, Franz God in nature Romantic 1967 C.F. Peters 
Schubert, Franz Hallelujah Amen Romantic 1979 G. Schirmer 
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